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ABSTRACT
BURIED TREASURE IN SAN FRANCISCO’S GOLDEN GATE PARK: CHANGING TASTES IN THE
TWENTIETH CENTURY AS SEEN THROUGH THE MUSIC OF THE
GOLDEN GATE PARK CONCERT BAND
By Nathaniel Lincoln Pergamit
Buried deep under the Spreckels Temple of Music, the bandstand In San Francisco’s
Golden Gate Park, lay a treasure trove of sheet music and concert programs belonging to
the Golden Gate Park Concert Band. This band, which has delighted audiences and parkgoers in San Francisco for 140 years, had over a thousand scores and programs each waiting
to be archived and preserved. From documents marked “Property of the WPA,” to
handwritten letters from composers, to photographs of since forgotten events, these newly
archived materials detail historic trends that shed light on San Francisco’s unique civic
culture. Along with conventional critical research, the data paints a picture depicting civic
history, developing class identities, and the cultural value of music in a highly tangible way.
Thorough examining of the materials in the band’s archives, the thesis tracks some of San
Francisco’s most prominent cultural trends, as seen along the lines of major historical
events and eras including: the turn of the twentieth century, The Great Depression and
World War II, the post-war years, and the birth of the hippie counterculture in San
Francisco. This case study provides a look at how musical ensembles forge not only an
identity for themselves but exist as a reflection of the world around them.
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Introduction
A city like San Francisco has many civic institutions documenting its history in various
forms every day. Everything from photographs to financial ledgers to personal letters tell a
story about what happened in a given time and place. With its unique history, San Francisco
has more stories to tell than the average city in the United States. This city has survived
earthquakes, plagues, political upheaval seen in few other places. Civic institutions like the
public library and even the records of the Recreation and Parks Department record the
city’s rich and varied history.
Yet people forget that musical institutions also chronicle their local histories. Musicians
are always there to celebrate the historical highs and suffer the historical lows with their
communities either front and center or supporting from the background. One the most
overlooked institutions documenting civic history in the city is the Golden Gate Park Concert
Band. This ensemble has been there for San Francisco’s most important events for over 140
years. From its humble origins as a regimental band, to the ceremonial band for the World’s
Expositions, playing inaugural events, and establishing themselves as a true member of the
community, this wind band has witnessed the events that defined San Francisco across the
twentieth century. Having been largely unseen by publications, much of the band’s
programming choices for these events have been forgotten over the years. Now for the first
time, this ensemble’s history can be explored through the lens of their programming.
Having been around for so long, the band had amassed a large collection of sheet
music. This includes transcriptions of orchestral works from the classical canon, works for
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wind band, popular songs of the day, and many pieces to be played with collaborating
musicians like singers and instrumental soloist. While the band has music they continue to
play today, there were many pieces that had been left behind at their personal performance
venue: The Spreckels Temple of Music in San Francisco’s Golden Gate Park. Thousands of
these pieces have sat in the basement of this bandshell for several decades without being
played. This forgotten collection is remarkable for timespan of which the contents were
collected, and the unique items included among its contents. From August 2020 to
November 2021, this collection was hand-sorted and organized so it could be properly
analyzed for this research. It paints a picture of long-term cultural change through unique
scores, a vast array of concert programs, and other documents. As this thesis will
demonstrate, the music performed by the Golden Gate Park Concert Band paints a clear
picture of San Francisco’s changing tastes and the confluence of influences on the people of
the city through the twentieth century.
For the purposes of this research, analysis has been split into four distinct eras
marked by historical events. The eras are as follows:
1. Beginning of the Twentieth Century: 1900-1929
2. The Great Depression and World War II: 1930-1945
3. The Post-War Years: 1946-1960
4. The American Countercultural Movement: 1961-1975
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These four eras account for the dates included on concert programs within the
collection as well as for the time period when the band was playing weekly concerts yearround, rather than their current schedule of only Sundays in the spring and summer.
A Very Brief History of the Golden Gate Park Concert Band
Much of the Golden Gate Park Concert Band’s History was recorded in the book Five
Thousand Concerts in the Park: The History of the Golden Gate Park Concert Band by David
W. Bandy. 1 This book uses the lens of the different band leaders to tell a complete history
from the band’s inception to the date of its publishing in 2010.
Being the largest port city on the west coast, San Francisco had a wealth of military
bases. The Golden Gate Park Concert Band was created out of local volunteers and the 2nd
Regiment Artillery Band in 1883.2 This slowly grew to a forty-piece ensemble that
performed Sundays at the various bandstands in Golden Gate Park. This band was the
municipal band of an industrial city: this was a working man’s band and San Francisco was a
large, port city with a robust trading, fishing, manufacturing industries. They would continue
to play nearly every Sunday in the park until the mid-eighties when they fell on financial
hardship, And San Francisco changed from an industrial center to be a major technology

David W Bandy, Five Thousand Concerts in the Park, The History of the Golden Gate Park
Concert Band (Walnut Creek: Blurb Inc., 2010).
1

2Bandy,

Five Thousand Concerts in the Park, 6-7.
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hub.3 As of the time of publication, the band plays on Sundays in the spring and summer
only.
Methodology
When I first came in contact with this collection it was the summer of 2020. I was
taken to the basement of the bandshell and introduced to two cubic-yards of paper piled in
old drink boxes and on metal shelves (figure 1).

Figure 1. The state of the GGPCB Collection, Summer of 2020.
3

Ibid., 90.
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I was told that this collection had been sitting in this spot for several decades and had
been subjected to things like dust, extreme temperatures, and water damage from a flood.
It was desperately in need of organization and treatment for any damage.
For eighteen months I would go to the bandshell every Friday and spend several hours
organizing and boxing up the music so it could be moved out of the basement to a facility
where it could be taken care of and restored properly. The music was sorted by hand based
on whether or not it had a complete score and parts. Music marked as “complete” could be
either a full score, reduced score, or a marked conductor’s score and at least one of every
instrumental part. Music marked as “incomplete” meant that at least one part or score was
missing. I also assessed the music for level of damage. I decided on the following scale:
•

None—music with no discernable damage

•

Minimal—music that showed only some discoloration due to time

•

Some—minor wear and tear or small mildew stains

•

Moderate—multiple mildew stains or large tears but was still legible

•

Significant—severe water damage, tears and stains that bordered on illegible

•

Destroyed—scores that fell apart at the touch or were completely illegible.

A detailed list was made concerning the location of the music once boxed, its
completeness, and its level of damage. I also noted any significant markings, copyright, and
any other pertinent information. In all, I assessed over 1700 pieces and found that that over
1100 were complete, and most of those were in a usable condition. Only 70 were in a
condition that would not allow them to be played today. This meant that there was
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inherent longevity of the scores that would have allowed them to be used by the band for
many years. In total there were 41 Boxes of complete music, 11 boxes of incomplete music,
and several boxes of miscellaneous parts, documents, and instruments (figure 2).

Figure 2. Music collected in boxes, ready to be moved, fall 2021.
It was not only music I found during the organizational process. Receipts were
included with many pieces showing purchases from several different local publishers. I also
found several correspondences, either with scores or stand alone, addressed to
bandleaders from local composers, publishers, and military personnel. Many of these
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provide firsthand accounts of band performances, the relationships of local musicians and
public opinion. This provides wonderful insight into the workings of the local music scene
and serves as a good reminder of the personal impact an ensemble can have on the
community. I also found a set of records for the song “All Hail United Nations” by Milton H.
Lees Jr., each track with a different arrangement of the song, building schematics, and
photographs. It was truly a dumping ground for the band and park staff to put documents
any variety.
Concert Programs Found in the Archive and the Data they Provide
The second most bountiful kind of document to be found, after the sheet music, were
concert programs. Littered amongst the piles were over a thousand concert programs from
as early as 1918 and as recent as 1975. This allowed me to collect decades worth of data on
what repertoire was played by the band, when it was played, and if it was played for a
purpose. Most programs were found within a score for one of the works listed. The concert
programs featured a standard order of pieces (figure 3).
The topmost material gives the name of the ensemble (almost always the Golden Gate
Park Band), the name of the afternoon’s conductor, the date, a quote generally about music

7

Figure 3. Concert Program from July 6, 1969. Reprinted With Permission from the SFPL.
8

For holidays or special events, the quote was replaced with the name of the holiday or
event. Concerts were typically between nine and twelve pieces of music. Concerts usually
began with an overture, and are followed by a few classical works, vocal solos, two popular
pieces programed together, and a waltz. The concert generally concluded with a medley
from a Broadway musical. At the bottom of the program, it was noted if any works were
played by request and occasionally a preview of the next concert.
I have catalogued all of the programs that I have found. This has provided me with data
about what music was played and if it was requested. It is important to note the following:
1. I do not have programs for every concert played between 1900 to 1975. The data
collected is only from the those found within the collection and those included in the book
Five Thousand Concerts in the Park. Some programs were printed in local papers, and, for
reasons to be discussed later, sometimes were not printed, or were announced directly
from the stage.
2. Only music the band played is included. There are many instances of accompanying
acts, such as dancers, whose music is not formatted the same as the rest of the works and is
noted as “Performed by Name of Ensemble.” The music for these acts was presumably
brought in by the ensemble itself, and likely the band never received music to play.
Therefore, they are excluded from my count.
3. There is very little consistency in naming conventions for medleys excerpted from
larger works. This includes: “Highlights from…,” “Selections from…,” “Gems from…,” etc.
While these arrangements may differ, they are all still drawing from the same source
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material. There is also a lack of consistency in titles given to soloists often within the same
program, so it is easy to assume the same could happen to the titles of works between
programs. Therefore, I have condensed all medleys from stage works under a single
arbitrary heading.
4. All plays of the song “God Bless America” have been omitted. The song was played
as a regular finale from the 1930s to mid-1950s regardless of the programing and will be
discussed further in Chapter Two. Composer Irving Berlin’s position in Table 2 accounts for
all works played other than “God Bless America.”
5. The Star-Spangled Banner, which opened every concert, was also not included in the
data.
The data reveals significant aspects of the music that the band played in the twentieth
century. First, there is a clear preference for light romantic music as evidenced by the
abundance of music played by composers like Johann Strauss and Victor Herbert (table 1).
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Table 1. Most Played Composers 1900-1975
Name of Composer
Johann Strauss
Victor Herbert
Richard Rodgers
Sigmund Romberg
Jerome Kern
Franz Von Suppe
Giuseppe Verdi
Émile Waldteufel
Georges Bizet
Rudolf Friml
Leroy Anderson
Gioachino Rossini
David Bennett
John Phillips Sousa
Pytor Tchaikovsky
Mayhew Lake
Cole Porter
Franz Lehár
Alfred Ketelbey
Richard Wagner
Irving Berlin
Jacques Offenbach

Times Played
179
178
153
121
104
103
100
87
79
78
69
68
68
66
64
63
63
59
57
55
53
50

Second, there is a preference for American Composers as the music of Jerome Kern
appears no less than three times (Highlights from Showboat, Paraphrase on “Only Make
Believe”, Show Tunes by Jerome Kern) totaling at least seventy-eight performances across
the century (table 2).
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Table 2. Most Played Works 1900-1975
Title Of Piece
Highlights from Show Boat
Light Cavalry Overture
Overture to The Beautiful Galatea
Vienna Beauties Waltz
Paraphrase on "Only Make Believe"
Waltz "Il Baccio"
Overture to The Barber of Séville
Carnival of Melody
American Fantasia
Selection from The Student Prince
Southern Roses Waltz
Show Tunes of Jerome Kern
Show Tunes of George Gershwin
American Seamen Overture
Selection from H.M.S Pinafore
Selection from La Traviata
Wedding of the Winds Waltz
Voices of Spring Waltz
“My Hero” from "The Chocolate Soldier"
Morning, Noon and Night in Vienna
Excerpts from Carmen
"Thine Alone" from Eileen
Highlights from Kiss Me Kate

Times Played
32
29
26
25
24
23
23
23
23
22
22
22
22
22
21
21
21
20
20
20
20
20
20

Finally, the audience requests reinforce the preference for the music with popular
waltzes and medleys from light opera topping the list (table 3). The how and why this came
to be, as well as the preference for certain composers will be discussed through the paper.

12

Table 3. Most Requested Works 1900-1975
Title Of Piece
Vienna Beauties Waltz
Light Cavalry Overture
Selection from H.M.S Pinafore
Overture to The Barber of Séville
Selection from The Student Prince
Highlights from West Side Story
Overture to Orpheus in the Underworld
Show Tunes of Jerome Kern
Morning, Noon and Night in Vienna
Overture to The Beautiful Galatea
Highlights from Show Boat
Excerpts from Aïda
Selection from The Bohemian Girl
Selection from La Traviata
Highlights from Kiss Me Kate
Poet and Peasant
Highlights from The Unsinkable Molly Brown
Highlights from Carnival
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Times Requested
13
12
10
9
9
9
8
8
8
8
8
8
7
7
7
7
7
7

Chapter One: Turn of the Twentieth Century 1900-1929
Passions ran high at the turn of the twentieth century. The city of San Francisco, having
recovered from the Great Earthquake of 1906, became a cultural hotbed. Over ninety
percent of the city needed to be rebuilt. This provided a great opportunity to make drastic
changes to its infrastructure and cultural identity. It is during this revitalization that music
began to play a much more prominent role in the cultural discussion than it had in the years
past. People waged cultural wars over music that was to be played and who it was to be
played for. Did music belong to the art for the sake of advancing the art, or did it belong to
the audience who consumed it? Those with an intense reverence for the art argued on
behalf of the artform much like many of them had before emigrating from Europe. Others
argued on behalf of the people in a land where the promise of equality reigned supreme,
and the music played should match that new American ideal. These Americans would go on
to create musical ensembles meant to serve the public interests above all else; they would
be uniquely American ensembles for an American audience. This argument played out in
music journalism, and in the repertoire that these ensembles chose to present to their
audiences. The early part of the twentieth century, 1900 to 1929, would lay the groundwork
for the debates about how and was music was to be played and is best exemplified by the
musical exploits happening in San Francisco and specifically the Golden Gate Park Concert
Band through their weekly concerts and showcased performances at the Panama Pacific
International Exhibition.

14

Music Criticism in the Early Twentieth Century
The most prominent critic in San Francisco at the time was Alfred Metzger (1853-1934).
Prolific in his writing, he published the Pacific Coast Music Review (PCMR), a magazine
which attempted to review prominent music performances in metropolitan areas along the
west coast. The German-born critic made his way to the city of Santa Cruz in his youth and
from there traveled north to a young metropolis in need of musically educated individuals.
As general editor of the magazine, Metzger saw it as his goal to educate the public on the
musical happenings in order to advance classical music as an artform. Since he resided in
San Francisco, he took on the role as primary critic for the Bay Area. His writings reveal the
typical mindset of the musical culture in the early twentieth century.
In 1912, a burgeoning San Francisco Symphony Orchestra (SFSO) put on a “pops”
concert. This concert, in February of that year, was the fourth of five pops concerts planned
for that season, the SFSO inaugural season. The program consisted of overtures from the
operas The Magic Flute and Tannhäuser, Tchaikovsky’s March slave and The Nutcracker
suite, and a selection from Saint-Saëns’s The Deluge. 4,5 After a review was put out by the
editor of the San Francisco Chronicle, Metzger took it upon himself to tell the public exactly
the damage that had been done. Calling the Chronicle critic, a “detriment to musical

Alfred Metzger, “The Third San Francisco Orchestra “Pop” Concert,” Pacific Coast Musical
Review 21, no. 18, (Feb 3, 1912), 2.
4

Most likely the prelude from The Deluge, as the work is an oratorio, and no singers were
listed for this concert.
5
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progress” and “unfit to occupy a position on a leading daily newspaper,” Metzger chides
him for elevating popular music and insisting that the general public receives enough of it
through their easy access to wind bands, music halls, and parlor pianos. 6 The SFSO played
short, accessible works like overtures and suites, not longer, complex works like
symphonies. Metzger believed that a certain kind of music, and only that music was
acceptable for a classical institution to be remarked on. Clearly the SFSO did not meet his
criteria. In no uncertain terms, Metzger has made clear his opinion of popular music and the
musicians that play it; It is a waste of time and does nothing to further the musical artform.
This piece of criticism is a microcosm of Metzger’s pointed opinions and paves the way for
the kinds of criticism that the GGPCB would be receiving from Metzger in the upcoming
years.
Shortly after the SFSO concert, Metzger would attend a band concert and write his only
review of the GGPCB:
Apropos of bands, there are two splendid organizations in and about San Francisco,
The Golden Gate Park Band, Charles H Cassasa, conductor, and Paul Steindorff’s
Band. The Writer listened to a finished performance by the former band of some
forty musicians, one Sunday during July in the Golden Gate Park. This band plays in a
magnificent sixty thousand dollar band stand that surpasses anything of the kind in
this country, and perhaps in the world.7
This quote is a classic example of middling criticism that does not encourage potential
audience members to attend these concerts. Metzger does not write anything negative

6

Metzger, “The Third San Francisco Orchestra “Pop” Concert,” 2.

7

Metzger, “The San Francisco Musical Professional,” PCMR 22, no. 4 (Sept 14, 1912), 3.
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about the band or their performance, but merely glances over their efforts with vague
platitudes and comparisons to more favorable ensembles. He names the conductor and the
count of musicians, but not a single piece that was played because he did not believe it was
worth reviewing. Half the review is spent espousing the glories of the performance venue
rather than the performance itself. Just as he had mentioned in his review of the SFSO,
people could get their popular music fix anywhere and that those concerts were not
important enough to be professionally reviewed.
Similarly, in 1920 Metzger announced that he attended another concert, but did not
review it, only because the singer Mabel Rigelman was performing and that alone
warranted his attention. 8 He did not believe the band was worth a second review nearly a
decade later. His attention was better focused on musicians who performed in serious
genres like opera. His review makes it clear that Mabel was the star attraction and band was
not mentioned other than providing her accompaniment.
On the Value of Art in the Early Twentieth Century
However, Metzger’s opinion was not uncommon. Many wind bands faced a certain kind
of distaste by the public, especially in turn-of-the-century San Francisco. While not always
outright, wind bands were more often viewed at some level as a lesser artform. 9 These

8

Metzger, “Mabel Riegelman to Sing Monday,” PCMR 37, no. 14 (July 20, 1920), 10.

Vincent Dubois, Jean Matthieu Méon, and Emmanuel Pierru, The Sociology of Wind Bands,
Amateur Music Between Cultural Domination and Autonomy, trans. Jean-Yves Bart,
(New York: Routledge, 2016), 19-20.
9
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views may have been due to the military background of wind bands, a historical lack of
original music for such ensembles, or the perception of the wide variety of its instruments
as being unable to blend harmoniously. There was also a view of wind bands as an
extension of the working class, as at the time, military jobs were a working man’s job. Those
with the means worked in white collar work. Wind and brass instruments are also
significantly cheaper than string instruments, meaning working families were more likely to
be able to afford them.10 The GGPCB is a prime example of these concepts, as early
twentieth-century San Francisco was an industrial city filled with working-class people.
This debate about the status as certain kinds of music is not unique to the twentieth
century and has its roots in the nineteenth century as popular culture began to emerge and
an “enlightened” aristocracy fell to the wayside. Music was being made to be consumed in
new places outside of concert halls and palace walls. Scholar Derek B. Scott suggests that
the location where art is consumed is a large part of what helps define its level of
“seriousness” saying that “high art” is observed in silence and without distraction and that
“low art” is closer to anarchy with the audience having little respect for the reverence of the
stage.” 11 This cannot be understated when discussing the GGPCB. The band played almost
exclusively at the bandshell in Golden Gate Park. This outdoor setting was by no means free
of distraction, as Golden Gate Park is filled with vibrant flora, the sounds of the local fauna,

10

Dubois et al., The Sociology of Wind Bands, 14.

11

Derek B. Scott, Sounds of the Metropolis (New York: Oxford University Press, 2008), 61.
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and a plethora of statues and beautiful public artwork. This was not a setting to sit in silence
and focus on music; this is a community setting meant to encourage interaction with others
and the surroundings. The GGPCB played music for this social setting, and in fact, made
direct requests to the audience in their programs asking for the quieting of children and
eventual requests to turn off automobiles, and not to honk their horns. This plea began in
the early 1920s as the postwar boom led to a massive growth in the middle class and Henry
Ford’s assembly lines made automobiles affordable to a greater number of people.
Americans finally had the money to make major purchases and spend leisure time in the
park with their families. The San Franciscan working class did not observe art in reverence,
were musically unsophisticated, but were the people who gravitated to the band for its lack
of seriousness and its emphasis on decorating a beautiful park with music meant to
entertain a growing working class. 12 The GGPCB was well aware of this and did their did to
accommodate the social aspects of their performance setting. Every facet of the GGPCB’s
home lent itself to “unserious” music meant to be listened to by the masses.
These audience members were not the Europeans that Metzger was brought up around.
The GGPCB was the musical heart of American values at the time, and they played for the
good of the public, not the artists. They were the first form of “Social music” in San
Francisco. This term, “social music,” was defined by composer and conductor Anton Sokoloff

Richard Franko Goldman, The Concert Band (New York, The Reinhart Company,
1946), 10.
12

19

as: music should be for and of the community in which it is played, emphasizing folk music
and the intrinsic cultural nature of local history through community participation. 13 There
was then a large rift in the band’s purpose to provide social music to the people of a
burgeoning metropolis with Metzger’s conservative views of art and it is supposed
purposes.
This is best exemplified in the controversies surrounding the birth of the San Francisco
Symphony Orchestra. Within a few months after the premiere performance of the SFSO, a
new ensemble named The San Francisco People’s Philharmonic was formed. This semiprofessional ensemble directed by Herman Perlet was created to provide low-cost,
accessible music to uplift the people of San Francisco. While they too performed mostly
European orchestral music, like Schumann and Gounod, their concerts were able to sell out
the Civic Auditorium which sat nearly ten-thousand people.14 The people of the city made it
very clear that they were not interested in the elitism that came with the high ticket-price
of an orchestra filled with important names and playing the music of so-called geniuses.
They were interested in the music that served their community’s needs; they were
interested in social music. Sokoloff’s beliefs at this time would come to shape San Francisco
and eventually the nation.
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These divisions would last until the replacement of the SFSO director, Henry Hadley.
Hadley used his position to try and boost the prominence of not only of the orchestra, but
his own compositions. It was a self-serving tenure that made the symphony subject of to
the ire of Metzger. It would not be until Hadley was replaced in 1915 with German-born
Alfred Hertz, and his sensibilities of music for the public good, that the culture of the SFSO
would change. Hertz would also be the first to extend yearlong contracts to the musicians,
creating economic ties for these musicians to the city as well. 15 Soon thereafter, Anton
Sokoloff would be named director of the San Francisco People’s Philharmonic. There he
would demonstrate the power of social music to the city in a prelude for what he would do
for the country some years later. In a city that goes as far as to create a symphony purely
for social music, it stands to reason that it was not the only ensemble created for the same
purpose of providing social music to the public..
Elites like Metzger used their power to elucidate for the public the cultural impact of art.
Since Metzger was one of the first men to be part of the classical institutions in San
Francisco, his opinions carried a lot of weight and would influence arts in the city for years
to come. As noted above, Metzger did not mince words, and his reviews carried a significant
weight either for or against artists and ensembles, and he did not truly enjoy a concert that
did not push forward the advancement of the musical artform. Conversely, the GGPCB was
created by the common man for the enjoyment of the common man and provided an
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extension of popular culture and popular music. It served no higher purpose. The people
who came to see them play came for the enjoyment of their community, as a wellperformed concert. They did not care about the questionable artistic value of a band
transcription of J. S. Bach, but for the enjoyment of music itself. The band was forever at
odds with those like Metzger who did not enjoy art without some attempt being made to
analyze it. In Metzger’s eyes the GGPCB would fail to meet the standard of high art, and this
dichotomy will underlie every conversation in the twentieth century in relation to how this
band, or truly any musical ensemble, was viewed.
Metzger’s Criticism of Band Director Charles Cassasa
Well aware of his power, Metzger would go on to write the Musical Blue Book of
California: Seasons of 1924-1925, part manifesto of his musical ideals and part directory of
prominent musicians and performances in California at that time. In the section “The Object
of Musical Criticism” Metzger lays out his standards for music critics. He says they should be
educated in the facets of music, that they should be free of bias, and above all that their
criticism should be in service of furthering the artform. 16 This is a clear guide and call to
action for critics to take up their pen and musicians to allow the criticism of their craft. This
guise of furthering the musical artform is what will shield Metzger from the hypocrisies that
his future writings will make evident.
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This treatise on criticism masks Metzger’s own biases against certain musicians who
were affiliated with the band. Metzger’s single review of the band took place under the
direction of Charles H. Cassasa who took up the baton in 1908 and ended his tenure in
1923. Metzger was not a fan of Cassasa, to say the least. When it was announced that
Cassasa would direct the official wind band of the 1915 Panama-Pacific International
Exhibition (PPIE) Metzger took up his pen to write in the PCMR that he “Would’ve preferred
a leader of superior artistic facilities (we base our judgement upon having heard Mr.
Cassasa direct at Golden Gate Park), as this band is sort of a general utility band, the
selection is possibly justified.” 17 According to Metzger, Cassasa was only given this position
at the fair because he would only be conducting, and that he was not needed to be a
remarkable conductor but simply a useful utility directing the ensemble.
In the quote above, Metzger suggests that Cassasa is not a man of merit, and that
Metzger himself is aware of other men who could direct the band far better. Metzger made
it very clear that he preferred the work of Cassasa’s predecessor, Paul Steindorff who
directed the band from 1901 to 1908. 18 When Steindorff directed the Exposition band for a
single concert, Metzger used the moment to remind the readers of Steindorff’s former
position as director of the GGPCB. He remarked on Steindorff’s ability to make the band
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concerts a benefit the public playing serious, artistic music. Not alone in this opinion, others
also ceased to attend the band concerts, making it clear why his earlier review of the
GGPCB was his only review of the ensemble. 19 Metzger’s pointed review makes it clear:
Cassasa is a downgrade from the directorship of Steindorff. In Metzger’s eyes, Steindorff
was a musician of superior talent whose effect on the public was substantial, whereas
Cassasa was a mediocre musician who was riding on the good name of the band created by
the directorship of Steindorff. Metzger makes it clear that Cassasa is his reason for no
longer attending Band concerts.
Is it Seen in the Musical Programming?
Very few of the programs from this era have survived. As is to be expected, these
programs were not created to stand the test of time, and with no permanent standing
collection of programs, one must rely on secondary sources to fill in the gaps. Luckily, Five
Thousand Concerts in the Park contains scans of a few programs from this era, either stand
alone or excerpted from newspapers like the San Francisco Chronicle and the Evening Post.
It is reasonable to believe that there may be other programs to be found in the pages of
local papers not only of this era, but in the future as well.
The first thing to look for in the music would be what Metzger said the band was doing:
playing light, popular works to please an audience rather than works of artistic merit. The
most played song that can be accounted for is the song “America,” A traditional song
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otherwise known as My Country ‘Tis of Thee in the United States, or as “God Save the
Queen” in the United Kingdom (table 4).
Table 4. Most Played Works 1900-1929
Title Of Piece
"America" (My Country ‘Tis of Thee)
Macbeth Overture
Robert Bruce Fantasia
Serenade
The American Republic

Times Played
4
2
2
2
2

On programs from the 1920s the song is described as “A Favorite Popular Air of the
United States,” and it was common program it at the ends of concerts.20 The GGPCB was a
uniquely American ensemble, playing patriotic music to an American audience. The band
was not playing music that would elevate the artform, but instead music that the audiences
would identify with and elevate their spirits instead. For such reasons they also began each
concert with the Star-Spangled Banner, the national anthem of the United States. The next
most performed work was the march Republic (table 4). Given that only the composer’ last
name is found documents, this is assumed to be Henry H. Thiele, an American composer
best known for his march The American Republic. It is music of a patriotic sentiment in a
well-known form and instrumentation meant to be played in an outdoor setting that would
not be conducive to attentive listening.
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The most played composers tell a similar story. Coming in with the most performances
across the era was John Philip Sousa (table 5).
Table 5. Most Played Composers 1900-1929
Name of Composer
John Phillip Sousa
Victor Herbert
Clarence W. Dalbey
Gustav Lueders
Richard Wagner
Johann Strauss
Giacomo Meyerbeer
John Liptrot Hatton
Pytor Tchaikovsky
Giuseppe Verdi
Henry H. Thiele
Charles Godfrey
Émile Waldteufel

Times Played
5
4
3
3
2
2
2
2
2
2
2
2
2

Sousa was one of the few composers at the time who wrote original works for wind
bands. Marches like The Stars and Stripes Forever and Semper Fidelis glorified aspects of
American culture in a nationalistic way that few composers were able to do before. His
works elevated the status of wind bands to a place where they should be respected
alongside that of orchestral ensembles. He even bolstered the numbers in his band so that
it would appear more “orchestral” in timbre and be more “serious” for his audiences. 21
Being brought to prominence in such a way ties this kind of ensemble to the patriotic
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sentiment and Sousa led wind bands to become the quintessential American ensemble.
While Sousa may have been writing for his own band, his works became staples of the
genre and are still widely performed to this day. The GGPCB, also a wind band of some
renown, likely capitalized on the popularity and patriotic sentiments of Sousa’s band music
at this time in the century.
Similarly, Victor Herbert was a well-known name in American music at the time. Being
the former director of the Metropolitan Opera in New York gave him vast connections. Paul
Steindorff was assistant conductor during Herbert’s tenure. Steindorff would go on to direct
the GGPCB and bring his influences with him. While Herbert was a staple in the band’s
repertoire, Steindorff most definitely started that trend, going as far to program four of his
pieces in a single concert in 1902. 22
Looking specifically at the Programs from the 1920s reveals an interesting distinction
between what is considered popular, and what is considered art. Programs from this era
marked certain pieces as “Extra” which are described as popular numbers to be introduced
during the rendition of the program (figure 4). While popular music is to be expected of a
municipal ensemble, the works that they designate as popular deserve further scrutiny.
Parlor songs with transcriptions for various instruments are expected in this category. The
waltz On Miami Shore by Victor Jacobi, was known for its sentimental nature which made it
widely accessible to the average audience member. The works of Puccini, who in this era
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was a contemporary composer, were perceived high art seen only on the great operatic
stages. Older operatic composers, like Rossini and Wagner had the addition of time to reach
larger audiences and earn the title of “Popular.”
On April 22, 1923 the GGPCB played Mascagni’s Danza Esotica, by request, and followed
it with Leoncavallo’s Serenade which is marked as “extra.” No reason is clearly made as to
why Leoncavallo’s work received this designation as opposed to Mascagni. Both composers
are contemporaries, from the same place of origin and wrote in similar styles. In fact,
Mascagni’s Cavalleria Rusticana is often programmed as a double bill with Leoncavallo’s
Pagliacci, due to their similar style and themes. The only suggestion of a significant
difference between the two is a note on the program recalling a competition wherein
Leoncavallo placed second to Mascagni (Fig 4).
Musically, the pieces do begin to differ. Serenade was originally composed in the style
of a parlor song for cello and piano and bears more similarities in form and harmony with
the aforementioned On Miami Beach. Danza Esotica is more like a concert piece for flute
and accompaniment that would be at home in a concert hall; in essence it is a formal
concerto with musical complexities befitting that title. This could be described as the
attentive listening needed for pieces of “serious” music.
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This would make Serenade slightly more accessible to the average concert goer as parlor
music fitting in well in a social setting. It is a song with a hummable tune meant to be
consumed for personal enjoyment rather than an intellectual one. It does not require the
mental faculties that can only be attained through attentive listening. According to Scott,
this too is a hallmark of “nonserious” music; it does not tax the mind and is consumed for
amusement.23 In a similar case, Alfred Metzger would go on to use the PCMR to deride
youths of the day for listening to the GGPCB play Wagner instead of Brahms. Wagner’s
music is littered with programmatic elements and descriptive musical language that clearly
paint pictures to an audience, whereas Brahms’s absolute music requires attentive listening
to catch the development of formal processes.24 The GGPCB was intentionally playing
“unserious” music for their audience and make that fact readily apparent in their programs.
The Panama-Pacific International Exhibition and Visiting Musicians
There is ample evidence that the Panama-Pacific International Exposition had great
influence on the GGPCB. This World’s Fair was in San Francisco from the spring of 1915 to
the fall of that same year. Over the course of nine months millions of people from around
the globe crowded into the fair located at what is now Fort Mason. The groundbreaking
ceremony took place three years before the opening of the Fair. The event was hosted by
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then President Taft and the ceremony was accompanied by the GGPCB. This notoriety, as
well as performances from the 1894 Mid-Winter Exposition, led the band to be the
ensemble for all official events at the PPIE. 25 This means they played at ceremonial events
such as the opening of the fair, major holidays, announcements of new exhibits, and the
closing ceremonies. Charles Cassasa continued to direct the GGPCB but pulled double duty
directing the official band of the fair. This fair was meant to be a celebration of the
completion of the Panama Canal, so members of the band were able to interact with many
musicians from around the world as they were contracted to play in exposition ensembles
and many other featured performances throughout.
Some of the more notable musicians to come through the fair. First in this category is
John Philip Sousa and his band. 26 The most notable director in all of wind band history
made his way to the Golden Gate along with his band to show off American Innovation in
the genre. Camile Saint-Saëns also attended the fair. He wrote the piece Hail! California in
celebration of the exposition. The piece was premiered on June 19, 1915 by 150 musicians
that included the Exposition Orchestra, Sousa’s Band and an organist playing a truly massive
organ made just for the fair. 27
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Finally, famed operetta composer and conductor Victor Herbert attended in the fall of
1915. A friend of conductor Paul Steindorff, Victor Herbert led the musicians in a week of
pops concerts to much success. He also used his time there to champion local musicians and
leave an impact on the community. The PPIE also opened the opportunity for many local
composers to make their mark on an international stage to great success. These
appearances would lay the groundwork for the 1939 Golden Gate International Exposition
that would continue to feature prominent musicians making their way to San Francisco to
leave their mark on the musicians of the city. Exposition City would establish itself as a
major musical hub and would become instrumental to the development of music in the
twentieth century. 28
The impact of musicians who made their way to San Francisco is another important
factor in the music that the GGPCB played. It was very clear that the musicians of the
GGPCB had the chance to collaborate with musicians from abroad both nationally and
internationally. Sousa and Herbert were two of the biggest names in American music at the
time and they both attended the PPIE, conducting many of the American musicians in
exhibition performances in collaborations with other musicians from across the globe.
Camile Saint-Saëns was also in attendance at the PPIE. As a prominent composer and
Director of the Paris Conservatory, it was only natural for him to attend the exhibition.
However, Saint-Saëns’s compositions do not appear in the GGPCB’s repertoire often as he
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was not known to compose for band, except for Hail! California, which premiered at the
PPIE. Since that work requires both an organ and a chorus, it would not be possible for the
band to perform the work at the bandshell in Golden Gate Park due to physical constraints.
While Saint-Saëns does appear on programs later in the century more so than other
composers like Beethoven or Mozart, all the works played by the GGPCB are transcriptions
from his orchestral works, and not original works for wind band.
One composer mentioned in program notes is the little-known Gustav Leuders. As noted
in a program “Gustav Leuders was a popular composer of musical comedies who visited San
Francisco and conducted his own works” (figure 3). His connection with the musicians of the
city is likely the reason for the frequent performance of during this era. The band had to go
out of their way to inform the audience about Leuder’s connection to the city as a
justification to programming his works on their concerts. His value is to the cultural heritage
of San Francisco, not the artform of music. The GGPCB can capitalize on this to form a
greater connection with their audience and setting a precedent for future composers who
visit San Francisco to have a place for their works to be performed, or even be requested by
the audience (Table 6). This geographical connection to certain composers which lead to
their music being heavily programmed is a trend that would last throughout the century.
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Table 6. Most Requested Works 1900-1929
Title Of Piece
Semper Fedelis
On Miami Shore
Two Excerpts from Symphony No. 6
Danza Esotica (Exotic Dance)
Swedish Guards March
Gems from Woodland
Selections from Nabacconozar
Rococo Rendezvous
Marche Indienne
Three Pieces
Excerpts from Lohengrin

Times Requested
1
1
1
1
1
1
1
1
1
1
1

Conclusion
The GGPCB’s repertoire in the early twentieth century highlights the band’s position as
one for the betterment of the people rather than their musical artform. They have a long
history of playing ““unserious”” music in a social setting that does not encourage attentive
listening and music of a patriotic sentiment to gain favor with their audience. The band
played to their own strengths and programs a plethora of popular numbers and lets the
audience know by denoting it in their programs, though their designations may seem a bit
arbitrary. They also chose to play the music of popular composers who had ties to either the
city of San Francisco in some way, or the institution itself. This led to critics steeped in
European traditions to devalue the band’s worth in their writings. The GGPCB paid no mind
and continued to play music for their audiences and form a deep connection through social
music and deep personal connections with San Francisco’s Unique history and identity. The
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band engaged in social music for that was their raison d’être. For these reasons, the band
would be able weather the turbulent storm coming in the form of an economic depression,
a world war, and a new cultural landscape shaped by nationalistic sentiment and populism.
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Chapter Two: The Great Depression and World War II, 1930-1945
Black Tuesday, the day the stock market crashed in 1929, would incite one of the most
significant eras in American history, the decade-long Great Depression. Many Americans
lost their homes, and a quarter of the population was left unemployed. This included
thousands of musicians across the country. A few years after his election, Franklin Delano
Roosevelt established the Works Progress Administration (WPA) in 1934, which was a
massive works program meant to provide relief and employment to an ailing public. Many
federal arts programs were created to reinvigorate all facets of the creative economy. One
such program was the Federal Music Program (FMP) which aimed to create performance
opportunities that would not only benefit musicians with wages and training but would also
be a public service that would expose Americans from all walks of life to good music
through local concerts and radio programming.29 Many notable musicians would play their
part in this program and have a hand in shaping the repertoire of American musicians, but
also the country’s attitudes and perceptions towards music of the United States. The onset
of World War II would also create an environment that would help shape American music
for years to come by redefining the definition of patriotism. This chapter will discuss how
the Golden Gate Park Concert Band (GGPCB) fits into some of the most tumultuous years in
American history.
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Sokoloff and the FMP
When the Federal Music Project was created in 1935, WPA chief administrator Harry
Hopkins chose violinist and conductor Nikolai Sokoloff to be the national director of the
FMP. At the time, Sokoloff was best known for his work as a conductor, being the inaugural
director of the Cleveland Orchestra, and before that, a brief stint as the director of the San
Francisco People’s Symphony. 30 He was a prime choice for this position as he was a great
believer in the communal aspects of classical music and saw his position as a way to
educate the American public. In a world where the classical tradition was constantly pitted
against a growing popular culture, Sokoloff took it upon himself to educate the masses the
same way that he was; he was going to give them a European-style music education. His
more traditional music appreciation, much Like Alfred Metzger, led to the programming of
mostly European orchestral music, under the belief that the American people would accept
the classical music that the FMP produced. 31 Sokoloff was attempting to use the FMP to
broaden the average American’s tastes to appreciate the music he believed would be
beneficial to them the same way it was in his home country. His goal was to make a
generational impact, going as far as to say the FMP “would sow musical seeds performing
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wherever it could, allowing America’s children to reap the harvests.” 32 His plan was to use
America’s youth as the engine to change tastes over time by creating a new generation that
was educated into his musical tastes. He would make an influence on American musical
appreciation through the programming of certain works that he felt would add value to the
culture as a whole.
The FMP employed musicians of many varieties. Sokoloff as a violinist and conductor
tended to favor the symphony orchestra, so much of the work offered by the FMP was
geared towards these ensembles, with other classical genres like opera and ballet receiving
a similar treatment. The musicians of popular mediums like dance bands, theatre orchestras
and folk musicians found it significantly more difficult to find employment by the FMP.
When they did, they were paid a significantly lower wage than the classical musicians, as
they were deemed to be less skilled and respectable. 33 This was in part to encourage
musicians to play classical music and create an abundance of it in American musical culture.
More resources were being given to ensembles that performed Western classical music and
less to those that did not.
The promotion of classical music over popular music is easily seen in the people Sokoloff
appointed directly instead of delegating. One such man was Ernst Bacon who was set to be
the director for the San Francisco area. Sokoloff appointed Bacon without consulting
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California Director Harle Jervis. Bacon and Jervis had a contentious relationship that came
to a head in the spring of 1937. Jervis insisted that Bacon put on a series of light operas
during the summer to employ more people and perform popular works that would bring in
revenue. Bacon, viewing the project as something that would detract from better musical
investments for the audience, appealed directly to Sokoloff to allow northern California to
become its own FMP region under his own direction, claiming that Jervis was too
incompetent. 34 Sokoloff rejected this idea and after a few more letters, Bacon was fired by
Jervis. This is the most obvious manifestation of the conflict of musical ideals between the
music Sokoloff believed had value and what did not.
Eventually Sokoloff would find ways to help foster the growth of American music. One
of the first things implemented was the Composer’s Laboratory. This group allowed
contemporary American composers, like Aaron Copland and Samuel Barber, to have public
discussions with an audience and fellow composers before having their works played in
public by local musical ensembles in rural and urban America. 35 This provided an excellent
educational forum for the public to help deepen their connection with American-grown art
music and proved to be incredibly popular, creating a reciprocal relationship between
audience and composer. Composers would be exposed to musical material from all walks of
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American life and would be able to create music that spoke to Americans, thus fostering
music for people across the country.
Building on this popularity, the FMP held a country-wide “American Music Festival” in
February of 1938. This festival capitalized on Americana, leaning heavily on the iconography
of George Washington, given that the concerts were to be played during his birthday.36
Concerts in celebration of the first president’s birthday featured the music of local
composers, as well as a major emphasis on the two most well-known American Composers
at the time: John Philip Sousa and Stephen Foster. 37 The event was a massive success and
brought American music to the forefront of the FMP. It was even able to reach beyond the
usual metropolitan musical scene into rural areas and capture the hearts of rural Americans
who normally were inaccessible due to geographic constraints and a lack of distributive
infrastructure. The boom in the interest of Americana led the FMP to divert funds into
uniquely American musical ensembles with the intent of preservation. Stonewall Jackson’s
Band, the band that accompanied the Confederate general on the battlefield, was one such
recipient because of their unique heritage and the community enthusiasm for the
ensemble. The potential to uplift the spirit of more Americans with the intent of their active
participation exemplified the goals of the FMP, and their choices on where resources were
directed is a direct reflection of these values.
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Nikolai Sokoloff retired from his position in 1938, was replaced by a long series of other
prominent musical figures who would put their own twists on the principles that Sokoloff
imbued into the FMP. Composer Henry Cowell would leave his mark on the program with
the memo, “Music as Recreation,” that he wrote as director of the FMP. Cowell summed up
his philosophy: “In general, a symphony possesses one kind of value, a folk song another.
One cannot be evaluated above the other… Broadly speaking, both should be given healthy
and appropriate development.” 38 This can be seen as a natural continuation of ideals that
the FMP had developed over several years. Whereas the value of American music had to be
learned over time when the program was created, new leadership would elevate it to the
same status as European masterworks from the very beginning of his tenure. Cowell would
continue to bolster the FMP programs with more concerts and even national radio
broadcasts of all varieties to reach even larger audiences. Cowell would continue to help
both forms of music grow as the United States transitioned to a physical battle, rather than
a philosophical one, for the nation to fight. It would become the greatest test of these
principles yet.
The Repertoire of the GGPCB 1930-45
Many of the works in the band’s collection are marked as part of some sort of federal
project. The most common label is “Property of the Federal Music Project of San Francisco”
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recorded over 120 times during the cataloguing of the works. 39 This is to be expected as the
band was made entirely out of union musicians who would have been contracted by the
FMP. However, many of the works are marked as property of the FMP from other cities.
Some of these cities are nearby such as Burlingame and San Jose, while others are as far
reaching as Los Angeles or Chicago. The works from places other than San Francisco show
that the works pushed by the FMP were consistent across the country in terms of theme
and style and were not unique to San Francisco. The next most common labels are marked
as “Property of the WPA” from various regions. This means the pieces were likely
distributed in the period between the creation of the WPA and the creation of the FMP
(1932-35). While they are not the product of Sokoloff’s direction, they easily fall in line with
the ideals he would push as director of the FMP. The final common designation is “Property
of The War Services Project,” a new branch of the WPA especially meant to involve the
citizens in a recreational manner, much in line with Cowell’s ideals. Pieces were given to
ensembles after the start of WWII in an attempt to raise morale through patriotic sentiment
and nationalistic sound. It can be seen right away that the ideas that Sokoloff planted in the
decade prior truly came to fruition and would become a big part of the American spirit as a
means of fighting the war on a moral front.
Throughout this period, the GGPCB was subjected to many influences outside of its
own control. While influences had been seen the earlier part of the century, like local
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politics and writings of prominent critics, the influence upon the audience was not nearly as
great now that a powerful entity like the government had taken an active role in shaping
musical interests of the public. Famed bandleader Richard Franko Goldman (1878-1956), of
Goldman’s Band (1918-2005), knew exactly why these forms of influence mattered to bands
across the country. In his book The Concert Band, Goldman noted the reciprocal relationship
of influence between wind bands and their audiences. The most prominent bandleader in
the country laid bare the true nature of the concert band as a musical medium; the concert
band was an extension of the audience’s musical interests at given moment in time, and the
band could sway the tastes of their audience. 40 Should an audience request more
nationalistic sentiment to invigorate them in times of strife, the band could provide
American music like military marches and popular melodies of the stage and screen to
boost their spirits. Should the band choose to program the “classics,” or be given the
“classics” to play as part of the FMP, they can instill a new love of older works in a younger,
“musically unsophisticated” audience. 41 The GGPCB has the records to prove Goldman
right: from stacks of music marked as property of the WPA, folders built from depressionera concert posters, and scores of wartime concert programs with patriotic sing-a-longs
display the codependent relationship between the band and their audience.
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Goldman’s ideas can be demonstrated through a glimpse at what the GGPCB played
during these years. According to the programs found in the band’s archive, almost 250
requests were made by audience members and played by the GGPCB. The most requested
works featured familiar tunes from the stage, such as the overture to Offenbach’s Orpheus
in the Underworld, and medleys from popular American stage works, like Jerome Kern’s
groundbreaking Show Boat. In fact, music from opera and musical theatre made up a large
selection of the music played by the GGPCB during this era (Table 7).
Table 7. Most Requested Works 1930-1945
Title Of Piece
Selection from The Firefly
Selection from The Bohemian Girl
The Beautiful Blue Danube Waltz
Selection from Faust
Selection from H.M.S Pinafore
Bells Across the Meadows
Highlights from Show Boat
Selection "Rio Rita"
Fantasy on "My Old Kentucky Home"
Two Guitars
Overture to The Barber of Seville
The Jolly coppersmith
Lady of Spain
Star Dust
Light Cavalry Overture
Menuet
Overture to Orpheus in the Underworld
Poet and Peasant Overture
Selection "The Prince of Pilsen"

Times Requested

44

4
4
4
4
3
3
3
3
3
3
3
3
3
3
3
3
3
3
3

This is likely the reason that the archive contains an entire full score and parts for
Gilbert and Sullivan’s The Mikado arranged for wind band by local composer Bart Briggs as
part of the FMP.42 This music was so popular that an entire score was reproduced by hand
for a civic ensemble that gave free weekly concerts to the public. The band was clearly
playing the music that the people wanted to hear. Americana was also a large portion of the
music that was played. Scenes from the Sierras, an original work for band by David Bennett,
numbers among the most requested and the most played works during this era. This
descriptive suite describes a unique musical look at Californian scenery and was played for a
Californian audience. Music was being played for its intended audience; this music was
social music.
The concept of social music becomes clearer when taking a look at the prevalence of
Latin American music that was played by the GGPCB during this era. While not the most
performed music, it makes up a larger portion of music played at this time than one might
suspect and deserves to be looked at further. As California was historically a Spanish and
then later a Mexican territory, many of those immigrants made their home in California.
More would continue to be residents even after statehood was achieved and more would
continue to immigrate because of the pre-established communities, including GGPCB
director Alfred Arriola. This is likely why the GGPCB programmed works like the popular
Mexican tune La Golandrina and David Bennett’s Rhythms of Rio. In fact, the score, and
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parts for La Golandrina were even given to the band as part of the FMP. Latino musicians
like Arriola were members of the GGPCB and they were the ones making music for their
community. Much like how William Grant Still’s works were used to reach out to the
underserved community of Black Americans in the upcoming War, The GGPCB used their
unique history and membership to uplift the Latino community in San Francisco. Music “for
the people” was moving towards a more inclusive definition than ensembles like the San
Francisco Symphony and the San Francisco Opera.
Given the circumstances of the Great Depression, it was highly expected that few to no
programs would be found between 1928 to 1940. Paper was a valuable and finite resource
at this time and would be repurposed if at all possible. This is why many folders found in the
archive are made of old posters from depression era concerts, like the concerts put on by
the FMP created ensembles, and advertisements (figures 5 and 6). It is likely that the band
would announce the program from the stage, as they had done with select pieces at past
concerts or had the program printed in a local paper, which they had done in the past.
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Figures 5 & 6 Folders made out of FMP concert posters. Reprinted with permission from the
SFPL.
The pieces of music found in the band archive help to support the ideals that guided the
early years of the FMP. Many of the works labeled as part of any of the aforementioned
works’ projects are by serious, European composers. Verdi, Tchaikovsky, and Wagner are
the most represented among this group, all with five or more pieces found, but composers
from as early as Bach, to as modern as Camille de Nardis can also be found. The European
composers of lighter, more popular music are also heavily represented. Many of Johann
Strauss Jr’s waltzes, like Voices of Spring, as well as popular overtures by Franz von Suppeé,
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like The Beautiful Galatea, were given to the band at this time and would go on to be played
by the band for decades to come.
Also represented are a plethora of American composers writing both serious and light
music. Naturally, band staples like Sousa and Goldman have multiple selections each
represented at this time. Lucien Calliet’s Memories of Stephen Foster is a medley of tunes by
the titled composer, and Haydn Wood’s Virginia: A Southern Rhapsody are the kind of
Americana that could have been presented at the aforementioned “American Music
Festival.” In a San Francisco specific twist, former director of the San Francisco Symphony
Henry Hadley had multiple works distributed through the FMP. Even minority composers
found some form of representation in the music being pushed by the FMP. Samuel
Coleridge-Taylor’s (a prominent mixed-race composer and former student of Antonin
Dvorak) ballet music from Hiawatha’s Feast was deemed important enough to be
transcribed by hand and played to the public. The music found in the Band Archive paints a
clear picture of the American music that The FMP was trying to cultivate.
The 1939 Golden Gate International Exposition
In 1939, San Francisco once again welcomed the world to another exposition. The
Golden Gate International Exposition was created in order to celebrate the various cultures
of nations that surround the Pacific Ocean. The exhibition was housed on the newly created
Treasure Island and was connected to the mainland by the recently minted Oakland-Bay
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Bridge. 43 However much the fair was touted as a cultural exhibition, it was, at its heart, a
large-scale work project meant to put thousands of artists, musicians, and blue-collar works
to work. The Golden Gate International Exposition provided yet another outlet to espouse
the ideals of the FMP and become a testing ground for what would become the morale
music used during WWII.
Much like the Panama-Pacific International Exposition in 1915, the Golden Gate
International Exposition featured many musical performances in its 18-month span. The
official exposition band was yet again directed by the GGPB director, who at this time was
Ralph Murray in his second tenure as director. 44 The San Francisco Symphony Orchestra and
their director were also present. Many notable musicians also made appearances, just as
they did a few decades earlier. Concerts were held nightly, and various performances and
recitals were held all hours of the day. Some of the more notable personnel were composer
Nadia Boulanger, and the Boston Symphony Orchestra. World music was also represented
by the Pacific nations that participated in the fair including Japan, China, and Indonesia.
Most important to the GGPCB is an appearance by Goldman’s Band, a New York based wind
band directed by Edwin Franko Goldman. This band is the most widely recognized wind
bands in the USA after the passing of Sousa and the disbandment of his band.
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The most notable musical event of the fair came on September 24th, 1940. The day
featured a day-long concert and All- American program of both classical and popular tunes
known as the “Carousel of American Music.” Throughout the day various composers had
their works performed by the San Francisco Symphony Orchestra under their own direction.
The first half of this program featured the best of American classical music with composer
Deems Taylor playing Master of Ceremonies. 45 Institutional composers like Howard Hanson
and Charles Wakefield Cadman were featured alongside the William Grant Still conducting
movements from his Symphony No. 2 “Song of a New Race”. The remainder of the day was
spent showcasing the vast collection of American popular music at the time hosted by Gene
Buck, The president for the American Society of Composers, Authors and Publishers, or
ASCAP. Successful commercial composers like Peter De Rose and Hoagy Carmichael gave
live performances of their works on piano. Tributes were played in honor of the late Victor
Herbert and George Gershwin in the form of orchestral medleys. Operetta and Broadway
were represented in performances by Broadway composer Jerome Kern, and a rare public
performance by operetta composer Sigmund Romberg. 46 Even Judy Garland came to
perform Somewhere Over the Rainbow accompanied by composer George M. Cohan. In true
patriotic fashion, the concert would close with Irving Berlin’s God Bless America as sung by

Disk 1, Track 1. Carousel of American Music- The Fabled 24 September 1940 San Francisco
Concerts. CD/Music & Arts, 971 ALB-869, Released on CD 1997.
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the composer. This wild spectacle would be one of the greatest collections of musicians to
grace San Francisco at the same time. The music of the composers at this concert made a
significant impact on the audience as many of the pieces requested by the audiences in the
1940’s would be by these composers (table 8).
Table 8. Most Played Works 1930-1945
Title Of Piece
Selection from Faust
The Beautiful Blue Danube
Menuet
American Fantasia: Tone Pictures of the North and South
Selection from The Fortune Teller
Yankee Rhythm
L'Arlesienne Suite No. 2
In a Chinese Temple-Garden
A Hunting Scene
Fantasie on "Onward Christian Soldiers”
La Golondrina
Light Cavalry Overture
Overture to Orpheus in the Underworld
Overture to The Merry Wives of Windsor

Times Played
8
7
7
6
6
6
6
6
6
6
6
6
6
6

A few pieces from the Golden Gate International Exposition survive in the band archive.
They are in bright orange folders that read “Golden Gate International Exposition, Military
Band Music Library.” Since Ralph Murray was the director of the official exposition band, he
likely got first pick in the distribution of materials at the end of the fair, or any sales that
occurred during it. There are no surprising pieces found in this collection and most are the
kind of light music that the GGPCB was known for playing like selections from Rudolf Friml’s
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operetta Rose Marie and Alfred Ketelbey’s intermezzo In a Monastery Garden. In fact, these
would go on to become some of the most played works in the GGPCB’s repertoire. The
classical works that found their way into the archives of the GGPCB, such as RimskyKorsakov’s Flight of the Bumblebee, are those that again fall on the less serious side of
music. The final notable composition with this designation is Rhapsody in Rhumba, an
original work for band, by composer David Bennett. This work predates the Golden Gate
International Exposition and was chosen for the fair because it matched the Pan-Pacific
theme, with the work representing South America. The GGPCB likely kept it because it was a
new work for wind band and would retain relevance to San Francisco for its association with
the fair and the city’s history as a part of California’s Hispanic history.
Luckily, it is possible to take a deeper look at how the FMP’s guiding principles were
applied to this massive public attraction in one program from the Golden Gate International
Exposition preserved in the archive. Dated September 22, 1940 the program notes the
“Continuation of the popular concert series held in the California State Building” (figure 7).
This, however, was not a concert by the GGPCB, but rather a performance by the official
exposition band. There probably was a significant crossover in performer membership
between the two ensembles, given that Ralph Murray was the director of both, and that the
soloists for this event, such as Paul Walti and Charles Bubb, appear on many of the GGPCB
programs as well. More so, it is not the personnel of the band that matters but the director
who picks the repertoire. Ralph Murray keeps well in line with other popular programs seen
in San Francisco.
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Figure 7. Program for the Sept 22, 1940 Exposition Band Concert from the Golden Gate
International Exposition. Reprinted with permission from the SFPL.
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The concert opens with Wagner’s overture to Tannhäuser which, as mentioned by
Metzger nearly thirty years earlier, was more popular and accessible than Brahms. Murray
continues the historic precedents set by earlier band directors. Other accessible European
composers, such as Johann Strauss Jr. and Rudolph Friml were also frequently programmed.
This is clearly in line with Murray’s other programming during the era (table 9).
Table 9. Most Played Composers 1930-1945
Name of Composer
Victor Herbert
Johann Strauss
Sigmund Romberg
Franz Von Suppe
Rudolf Friml
Mayhew Lake
Giuseppe Verdi
Pytor Tchaikovsky
Richard Wagner
Émile Waldteufel
Georges Bizet
Jerome Kern
Alfred Ketelbey
David Bennett
Gioachino Rossini
John Phillips Sousa
Charles Gounod
Arthur Sullivan

Times Played
32
28
23
22
21
20
19
17
17
16
16
15
15
14
13
13
13
13

His evident popularity makes him a good fit for these concerts. Many American
composers, such as Stephen Foster and Haydn Wood, were featured on the program. Their
nationalistic flavor would have been well received among an American crowd, especially in
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a concert of popular music. They would have also fit the theme of the fair as a celebration
of Pacific countries. Composers who made appearances at the “Carousel of American
Music” concerts, such as Sigmund Romberg and Irving Berlin, are also prominently featured.
World War Two and the War Services Project
Just as the United States was coming out of the Great Depression, Americans were
attacked by Japanese forces at Pearl Harbor on December 7, 1941. This event spurred a new
era of patriotism and national fervor. Americans were put to work en masse building
battleships, making ammunition, and producing other supplies to aid in the war effort. The
WPA added a new branch: the War Services Project. This new federal arm conglomerated
the programs of the WPA, both the work programs and social programs, in an effort to
create synergy with the physical war efforts taking place at home. This meant continued
work for all of the union musicians employed by the FMP, including the GGPCB.
The patriotic music pushed by the FMP found a new home in the War Services Project.
Music once used to spark interest in a national sound and showcase burgeoning composers
was becoming accepted and would be tested to see if it could truly inspire patriotic
sentiment. If so, it would be the culmination of Sokoloff’s philosophy; Americans would be
uplifted by their own national music. American composers found a renewed sense of
purpose as propagandists for the United States’ government. Composers who were
commissioned during the Depression to uplift the spirits of the American people were asked
to do so again as part of a massive war effort. The Office of War Information drafted
composers such as Aaron Copland and Samuel Barber to consult the government’s largest
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propaganda machine because of their uniquely American sounds and style. 47 This
propaganda effort coined a term known as “Music for Morale,” an attempt to program and
compose music that would entertain the troops fighting in the War, and music that would
provide “solace for the masses in the darkest days.” 48
Music to uplift the troops was not hard to come by. Due to the changing demographics
of those conscripted, more educated had joined the army than ever. 49 This meant that
more musically educated men were in the army, with a wide range of tastes. From within
the barracks, came the music of men joining in song to uplift and form a strong bond of
fraternity to weather the storm of war. This became such an effective way to uplift the men
on the battlefront that each man was handed a copy of The Army Song Book, which
contained either sheet music or just song lyrics, by “order of the Secretary of War”
himself.50 These books would continue to be printed for several more decades. Music was
brought to the men of the army, regardless of their learned musical capabilities. It was to be
the great equalizer among the troops. There were also many performances brought to the
troops either live or via recording. The civilian United Service Organization (USO) is the most
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famous purveyor of these performances to the troops. The organization sent famous
performers like Bob Hope and Marlene Dietrich to perform on the front lines in Europe. 51
From performances by popular entertainers to the more traditional performances of the
concert stage, the troops would be offered a wide variety of entertainment for their service.
Music that was written to uplift the American spirit is best seen in the music written
about the attack on Pearl Harbor. One of the first songs published about the event was Don
Ried and Sammy Kaye’s Remember Pearl Harbor. This song was recorded By Kaye’s
orchestra and a vocal group called The Glee Club, and was released to the public, along with
its sheet music, on January 17, 1942, just over a month after the attack, premiering at
number 13 of the most popular songs that week. 52 Notably, the song reached this position
on the chars without any help from the federal government; it was completely community
driven. The song was described by writer M. H. Orodenker as a “football song” with
vengeful lyrics, but still a jaunty march inspired by military music. 53 This was the kind of
morale music that the people needed to commemorate this event: it was not a languid
ballad about the lives lost, but a college fight song meant to rile up the crowd and keep the
team pushing on. This proved to be quite effective as the phrase “Remember Pearl Harbor”
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would become a rallying cry for the remainder of the war. On the First anniversary of the
attack, the GGPCB would commemorate this event with a rendition of the song as arranged
by Paul Yoder.54 It would not be until the war approached its conclusion that the attack
would be remembered with a more somber tone. On January 2, 1944, the New York
Philharmonic would premiere William Grant Still’s In Memoriam at their first concert of the
new year. 55 Though the work was designated “The Colored Soldiers who died for
democracy,” to commemorate the Civil War, the sentiment remained much the same; it
was a solemn dirge for those who lost their lives in a bloody war. This was meant to uplift
the spirits of a wider swath of Americans; the minorities who did not have a voice in music
before. Despite the vastly different nature of the two works, they both capture an effort to
shine a light in dark times and guide the nation forward.
Conclusion
The Great Depression and WWII were a time of massive change for the American
people. The American government took the opportunity of a desperate constituency to
make lasting cultural change. Through the less blatant propaganda of festivals and work
projects to uplift the economy, to the incredibly blatant propaganda meant to provide
wartime solace to a frightened public, the government attempted to make a generational
impact on a captive and impressionable audience. The WPA in all its forms stretched this
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concept as far as it could to include rural and urban America, as well as white and non-white
America. It is clear that they got their message out physically as seen in the works
personally branded with their name that ended up in the hands of musicians across the
country. There is no wonder why these works would come to appear in musical programing
in the decades to follow. This federal work project sowed the seeds of musical enjoyment,
both the old and the new, in the American populace. The FMP accomplished this on a
physical front, the distribution of sheet music to ensembles across the country, and on an
emotional front by playing to their war-stricken psyches. There is no better example of this
than the Golden Gate Park Concert Band. From an archive of government sponsored music
to uplifting performances showcasing local talent, this band made full use of their position
as a civic institution to sway audiences emotionally and politically. The effects of this effort
would be reflected in the band’s programming for years to come. As the War ended,
America would enter a new era of prosperity and a rapidly growing social class that would
show the true impact of the music that was given to American people during these
tumultuous times.
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Chapter 3: The Rise Of San Francisco’s Middlebrow Culture, 1946-1960
After the Depression and the War, the United States witnessed an economic boom and
an expansion of the middle class unlike any time before. With the end of the federal works
arts projects, a major force shaping American musical tastes would disappear and be
replaced by a more natural consensus driven by the audience themselves. This was a major
depoliticization of the media that was a major contrast to years prior. This mass media
became even more prevalent with the growing medium of television, which could relay
video across the entire country. Art began to be shaped more greatly by the people
consuming rather than the tastes that had been pushed upon audiences by those with
ulterior motives or those who thought they knew better. Art became a genuine reflection of
the people. This dramatic shift would affect musical thought from composition to the way
to programming and venue selection. Nowhere is this better seen than the Music of the
GGPCB in the decades following the end of WWII. This ensemble with working-class roots
would go on to exemplify the musical culture of their intended audience at this time.
The New Consumers of Art and Culture
The debate around the cultural merit of art evolved alongside the growth of the middle
class. While American society did not follow any rigid system of social hierarchy, there was
still a general hierarchy of cultural standing that has evolved naturally since the country’s
founding. This hierarchy is often referred to in tiers called “brows.” These brows were
defined in a somewhat satirical article from Harper’s Bazaar in 1949 called “Highbrow,
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Lowbrow, Middlebrow” by Russel Lynes. 56 The importance of this article and its definitions
would lead to it being reprinted in the first edition of the Wilson Quarterly in 1976 57. It
would then go on to be cited in the majority of the scholarship on middlebrow studies from
Joan Rubin’s books on middlebrow literature tastes to the American Musicological Society’s
colloquy on “Music and the Middlebrow” in which the majority of the articles cite Lynes as
an important source. 58 Though the article is satirical, since the article’s publication in 1949
scholars and writers, including the author himself, would respond directly to the article as if
it were stating a fact. 59
In his article Lynes defines the “highbrow” culture as those who are educated and
cultured who prefer criticism over the actual creation of art and culture. In the mid-century
these were people who still carried this tradition and refused to let the flame of tradition
and the old masterworks die. They were academics who obsess over niche magazines, like
the one Alfred Metzger wrote at the turn of the century, who criticized music and the
culture for the sake of the art in an attempt to advance the artform. Alongside Lynne’s
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article was a rather infamous chart of cultural tastes organized by class shows that they
prefer simple salads only tossed in unwashed bowls, the aforementioned magazines, and
musical selections that only predate J.S. Bach or are more recent than Charles Ives. 60 This
music would be largely inaccessible due to the nature of the music and the lack of popular
interest at the time. Lynes casts them tastemakers and gatekeepers of culture who use their
standing to keep things that way. It seems that their tastes were about maintaining the
exclusivity of their status. They used their standing to maintain the artistic status quo.
The Golden Gate Park Concert Band’s inherent nature as an ensemble for the general
populace meant that people who Lynes would cast as highbrow were not their main
constituency. The band would be far too accessible for them. However, The GGPCB has
always tried to reach out to them. Since automobiles became prevalent in the late 1910’s,
the band has always put notices in their programs asking patrons to avoid making noises
with their car horns and engines, as they were incredibly loud and could easily disrupt
performances. In the mid-century, the band also began asking for the quieting of children
and any personal conversations. Performances were no longer going to be just a social
gathering with good music; performances were going to be honored as any professional
ensemble would want. The GGPCB wanted their performance space to be a respectable
venue that would appear to elevate their status as an ensemble of professional musicians.
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On the opposite end of Lynes’s chart are the “lowbrow.” These people consume art for
their personal enjoyment without any critique. Lynes says that that this class is somewhat
revered by the highbrow class for their pure unadulterated love of culture and how they are
simply able to enjoy art for the sake of enjoyment. 61 The Highbrow finds their “spontaneous
cultural expressions,” such as jazz, to be where culture itself is created as it is untainted by
academic thought and critique. They like simple things such as jukeboxes and coleslaw.
These are the people who represent the city’s industrial roots. These are the men and
women who worked in local factories and those who immigrated to the city during the War
to build ships. This incredibly diverse group dove tastes whether or not they are aware. Yet
these people still do not make up the largest consumers of media and culture at the time.
Those whom Lynes designates as the “middlebrow” are the largest cultural class to arise
after the end of WWII. These were the families of returned war heroes that made up the
new American middle class. Many of these were formerly lowbrow people who found a way
to gain prosperity through wartime projects and work, like shipbuilding, or post-war
policies, like the GI bill which provided bonuses for returning soldiers allowing them actual
capital to move up in the world. 62 This included women who had entered the workforce in
WWII. When the men went off to fight, women filled in the essential roles left on the
homefront. Women were finally working and had their own money and agency; they had
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the social and monetary capital to make their own choices. The growth of the working class,
and therefore middlebrow culture, meant that they were the new dominant consumer
force to be contended with. The middlebrow were the GGPCB’s intended audience and
would be the ones to drive the band’s repertoire from here on out.
The middlebrow was split into upper and lower halves by Lynes. Upper middlebrow
folks were those who participated in art not for the benefit of their culture, but for the
benefit of their personal status. That made them more likely to finance art than create it
themselves. They did this in an attempt to move towards being highbrow but ultimately
failed because they did not truly grasp that they are getting the dregs of culture left to them
by the highbrow. Lynes defines the lower middlebrow class as highly dominated by women
and that all people of this brow were highly susceptible to external influences on their
tastes.63 Yet, this does not hold true for San Francisco. Women in San Francisco were the
ones financing and administering the arts long before WWII. From Ada Clement founding
the SF Conservatory around the turn of the century, to Harle Jervis directing the California
branch of the FMP, women have been defining forces of San Francisco’s musical scene up to
this point in the century. These women changed the musical landscape around them to fit
their image. They were proof that this group of people, who are often disenfranchised
because of perceived characteristics, could wield tremendous power to long lasting effect.
What Lynes refers to in saying that their tastes are easily swayed are the women who had
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recently become the lower middlebrow and were simply emulating the women who came
before them. Lynes’s inherent sexism in that statement failed to match San Francisco’s
reality. In San Francisco, Women were the ones changing the tastes of their peers.
The Music of the Middlebrow
As with any culture or class, music taste played an important role. It was a telltale sign
of a certain kind of education and breeding. While highbrow and lowbrow tastes are easy to
define due to their longstanding documentation and implied cultural influence, the
middlebrow as an emerging class had no such documentation or cultural sway before their
existence. As they coalesced in the mid-century, their tastes became easier to define.
Scholar Kier Keightly gives the most concise definition: “Light music, with string
arrangements strongly influenced by Romanticism and Impressionism,” that are often
referred to as “sweet.” 64 This simple definition strongly supports the defining musical traits
described Lynes. His charts state that the upper middlebrow prefers symphonies, concertos,
and opera and accompanies it with a drawing of album covers depicting composers like
Brahms, Sibelius and stage works like Parsifal and Kiss Me, Kate.65 These works largely fall
into the period between Bach and Ives that were intentionally left out by the Highbrow.
These accessible works were the dregs left behind, and those who liked them were looked
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down upon. The lower middlebrow is defined by their love of light opera, like in the
accompanying picture of a Victor Herbert album, and “popular favorites” like Perry Como
and Nelson Eddy. 66 This was music left behind by the upper middlebrow, the dregs of dregs,
and anything that wasn’t crass enough to be lowbrow. The works listed for both these class
tiers are by and large lighter and accessible music from the romantic era rather than more
musically complex works of the modern era or the baroque.
The music that the GGPCB played during this time also falls in line with the principles set
forth by Keightly. The consideration, however, is the lack of strings in a wind band. While
most band music does include a single string bass, that is not nearly enough to make up for
an entire orchestra’s worth of string instruments. Instead, wind bands would make use of
saxophones which would not be typically found in the orchestra but rather popular jazz and
dance bands leading to a large crossover in repertoire and function. They exist for the
enjoyment of their community. This is likely why medleys of composers like Jerome Kern,
George Gershwin, and Cole Porter are some of the most played works in this era; they were
all “standards” of the “Great American Songbook” (table 10).
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Table 10. Most Played Works 1946-1960
Title Of Piece
Paraphrase on "Only Make Believe"
Show Tunes of Jerome Kern
Il Baccio
Selection from La Traviata
Vienna Beauties Waltz
Highlights from Show Boat
“My Hero” from The Chocolate Soldier
Suite Espagnole "La Feria"
Dance of the Hours
Waltzes from Der Rosenkavalier
Light Cavalry Overture
"Thine Alone" from Eileen
Overture to William Tell
Selection from The Dessert song
Selection from The Red Mill
Excerpts from Carmen
Show Tunes of Cole Porter
Selection from The Fortune Teller
Vincent Youmans Fantasy
Show Tunes of George Gershwin
Musical Memories
Highlights From Annie Get Your Gun
Southern Roses Waltz
Overture to Orpheus in the Underworld
Victor Herbert's Melodies

Times
Played
16
13
13
12
12
11
10
10
10
10
10
10
10
9
9
9
9
9
9
9
9
9
9
9
9

The GGPCB was playing the music that people wanted to hear and that they knew would
enjoy. According to Lynes, jazz was inherently a lowbrow fixture because it was a
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“spontaneous cultural expression.” 67 While there is inherent racism in this statement due to
Jazz being an African-American creation, it is more likely that Lynes sees the prevalence of
jazz among popular culture and sees it as easily accessible in American musical culture. That
fact that the genre was so easily appropriated by all kinds of people was what made it a
common musical denominator. It was an expression of the people that was being reflected
back to them by music makers of all varieties.
The GGPCB continues to reflect the other pillars of Keightly’s definition of middlebrow
music. The majority of the band’s repertoire is either light music or comes from the
romantic and impressionist eras. Some of the most played and requested works in this era
are “Thine Alone” from Victor Herbert’s Eileen and Ziehrer’s Vienna Beauties are two of the
most played works during this era (table 10 and table 11).
Table 11. Most Requested Works 1946-1960
Times
Title Of Piece
Requested
Vienna Beauties Waltz
5
Selection from La Traviata
4
Selection from Il Trovatore
3
Selection from La bohème
3
Selection from Die Fledermaus
3
Show Tunes of George Gershwin
3
Light Cavalry Overture
3
Overture to Orpheus in the Underworld
3

67

Lynes, Highbrow, Lowbrow, Middlebrow, 152.

68

These are works that link the GGPCB to middlebrow culture. Victor Herbert is such a
staple of middlebrow culture that Lynes felt the need to include him explicitly in his visual
chart. It is also worth noting that Victor Herbert’s music was played over 80 times in this
fifteen-year span (table 12).
Table 12. Most Played Composers 1946-1960
Name of Composer
Victor Herbert
Johann Strauss
Jerome Kern
Richard Rodgers
Giuseppe Verdi
David Bennett
Sigmund Romberg
Georges Bizet
Émile Waldteufel
Franz Von Suppe
Gioachino Rossini
Pytor Tchaikovsky
Rudolf Friml
Irving Berlin
Alfred Ketelbey
Leroy Anderson
Franz Lehár
John Phillips Sousa
Richard Wagner
Erik Leidzen
Cole Porter
Arthur Sullivan
Jacques Offenbach
Mayhew Lake

Times Played
81
64
61
48
42
41
39
39
32
32
29
27
26
25
24
23
23
23
21
21
20
20
20
20
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The GGPCB played it four times as much as they did the music of John Philip Sousa, who
was one of the first people to develop wind band music as a genre. The music the band was
playing was becoming less of an artistic endeavor for the band and more of a reflection of
their audience. The audience wanted easy listening, comfort, and familiarity. This need
comes out of a broad anxiety due to anything from wartime trauma to an inherent desire of
the middlebrow to overcome a wealth and social gap. 68 This is the music that the
middlebrow viewed as a cultural fixture and will help them move up in the world, yet it was
looked down upon and was one of the things that kept them from moving up in the world.
Much of this music falls into a genre that scholar John Howland labels as “Populuxe”.
Howland defines the genre very broadly connecting both the ideas of Lynes and Keightly.
Populuxe is the amalgamation of the orchestrations of light opera (strings and Romantic
harmonies), familiar songs like those in the “Great American Songbook”, and a “classaspirational” aesthetic that is best exemplified by the “Orchestral jazz-pop idiom” seen in
the recordings of Nat “King” Cole.69 This kind of music represented the true soul of the
middlebrow, people who moved up the rungs of the social ladder and were doing their best
to emulate those at the top. It was glamourous, yet accessible music that was far reaching
above what it was meant to be. Consumers were meant to indulge themselves in the
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sounds of the highbrow for the chance to feel like one of them. Howland states that these
arrangements were mostly by composer Nelson Riddle, and that his orchestrations often
borrowed from famous jazz artists such as Stan Kenton and George Shearing. 70,71
One of the works that best exemplifies this in the GGPCB’s repertoire is Domenico
Savino’s arrangement of Deep Purple by American composer Peter DeRose. This particular
arrangement made its way into the band’s repertoire via the FMP as designated by the
stamp on the cover (figure 8). While the arrangement is for piano and orchestra, there are
parts for saxophones (two altos, one tenor, and one baritone) which overlap with the
strings meaning that the strings could be substituted easily for saxophones. While the same
can be said of the string texture, given that this would have been played by a wind band
where saxes generally replace strings. This was a resourceful instrumental holdover from
the Depression when materials and musicians were scarce. The arrangement’s piano and
banjo parts were also likely omitted on most occasions.
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Figure 8. Cover for Deep Purple by Peter De Rose with “Property of W.P.A Music Project”
Stamp. Reprinted with permission from the SFPL.
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Savino’s arrangement follows the template for the popluxe style set by Howland very
well. When reduced, the saxes clearly resemble George Shearing’s “Locked-hand” piano
style with a consistent three-notes harmonizing the melody in the right hand and the
melody being doubled in the left.72 Octavising the melody highlights it significantly within
the texture, and this emphasis on the melody is an important hallmark of popular
middlebrow music. 73 The sax parts are also marked with slurs, creating legato phrases that
make the sound incredibly “lush,” and the saxes become seamless texture like the strings
they are replacing, and supports the “Moderato Espressivo” tempo marking at mm. 14 74(ex.
1). Though the string parts were not used by the GGPCB, they are important when
discussing the “sweetness” of the music. Passages between mm. 59-73 are marked as “Sul
G,” meaning that the first violins must play on the sweetest sounding of all the violin’s
strings. 75 This work uses every instrumental trick at its disposal to encapsulate the sweet
sound that the middlebrow desires by adding popular and classical elements that define the
trait.
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Further, the full score includes a makeshift rhythm section with a banjo, side drum,
orchestral percussion, and a string bass. The use of orchestral bells in Deep Purple is
analogous to using a vibraphone in a jazz combo, as Howland suggests. The instrumentation
creates the orchestral jazz-pop idiom in full. A complex orchestral timbre is made more
accessible by Savino translating it with the sound of popular music. On a harmonic level,
Peter DeRose’s significant chromaticism evokes romantic composers like Wagner, but the
strict adherence to a single tonal center. This puts it squarely in the lower-middlebrow tier
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of music. The music sounds and looks more complex than it actually is, as if it were reaching
to be above its station. This was the music of a lower-middlebrow culture trying to seem
like upper-middlebrow, not even highbrow. The arrangement foregrounds the song’s
inherent middlebrow attributes.
Holdover from the FMP in the programming of the GGPCB
During this new era of prosperity, the GGPCB continued to program along the lines with
the principles set forth by the Federal Music Project, despite the program ending in 1939.
The band would continue to play many of the works that were gifted to them by the federal
institution. This includes the classical works, such as a medley from Verdi’s opera La forza
del destino, and popular works like the often-requested Deep Purple (figure 8). While it is
not possible to know for sure that these same arrangements were used in concert, as
concert programs rarely list arrangers for classical works, it is reasonable to assume that the
band would continue using the music. This is supported by the fact that music stemming
from the Federal Music Project was still in the band’s archive nearly a century later. It would
not make sense for an ensemble to retain music they no longer intended to use. However, it
is easy to see that the works gifted by the Federal Music Project are middlebrow music as
defined by Lynes; it was popular music, and the light classical music that was easily
digestible for audiences. The music that was pushed for many years by the federal
government had found a hold in the intended audience.
It is during this era that the GGPCB began playing themed concerts celebrating various
communities and historical events. These events celebrated people such as Irishman Robert
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Emmet (a statue of whom is located a few yards from the bandshell) with concerts of Irish
music, or organizations like the United Nations, which had just been founded in San
Francisco. Notably, the band would play concerts for the founding of San Francisco and the
day that the California was admitted as a state into the Union, known as “Admission Day”
(September 9, 1850). While these concerts include expected songs, such as the state
anthem I Love You, California, there is a large amount of Spanish and Latin-American music
represented in the programming. As discussed earlier, California has a long history of
colonization by Spain and Mexico, and the GGPCB honored the Latin community with their
concerts. Most of the music played in these concerts were by American composers, like the
medley of songs from the musical Rio Rita by Harry Tierney, but a few of the works
performed were by actual Latin-American and Spanish composers. Some of the works
performed at these themed concerts included popular Mexican song La Golandrina by
Narciso Serradell and Spanish composer Sebastian Yradier’s song La Paloma. The band
made sure to include the Latino population in their vision of state and city history rather
than just whitewashing it with the imagery of gold miners and other white settlers. They
were purposefully keeping the expansion of the American Identity that began with the FMP.
The GGPCB continued to promote American music and local composers in its midcentury programming. Two standout composers from this period include Anna Rose and
Dorothy Gilmore. Both of these women were San Francisco locals, as noted on the concert
programs, and both wrote about American, and even San Francisco-centric themes, such as
Rose’s Presidio the Beautiful and Gilmore’s American Freedom March. These were local
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composers espousing the beauty of their home through a band whose audience were their
community. Their music and lyrics remark on San Francisco’s military history and the
current prowess as a military base for the Pacific coast. These composers wrote music with
a local flair meant to connect directly with their audience. Furthermore, it is quite notable
that both of these composers are women since, as stated by Lynes, women were a driving
force behind middlebrow tastes. The band was yet again expanding their definition of who
was capable of writing good music while connecting with the heart of their middlebrow
audience, and it was music that was empowering progressive views on multiple fronts
identity and culture that would soon become what San Francisco is known for.
The emphasis on civic identity through music became stronger when San Francisco’s
baseball team, The Giants, became a new focus for the city’s civic identity. At the behest of
mayor George Christopher, the New York Giants moved across the country to make a new
home in the city by the bay in 1957.76 To capitalize on this, John Afrendas, the director of
San Francisco’s municipal band (not to be confused with the GGPCB) commissioned
arrangements of the team’s official anthems Hail Giants and Win, Giants, Win, written by
local composers Maury Wolohan and Bob Brittan, through local music publisher Paul
Barrett. On September third, 1958, GGPCB director Ralph Murray would receive a letter
from Barrett, at the behest of Afrendas, containing these arrangements. Barret wrote in his
letter to Murray:
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We published these songs, primarily as a matter of civic pride, and the measure of
success will be public acceptance. Of course, we will appreciate your help in gaining
that acceptance, and hope you may like the songs and find them suitable for your
programs.77
This is noteworthy not only because Barrett mentions how popular the songs already
are, but he is asking Murray and the GGPCB to continue to promote the songs to the public.
Barret is relying on the rapport that the band has developed with their audience over many
decades in order to promote music he has clear proof that they will enjoy. The Golden Gate
Park Concert Band was the people’s band and Barret was using them to communicate
directly to the local population. Alongside the music, Barrett included over a dozen
testimonials from local publications, as well as letters from Local radio station KOBY
manager John Mc Rae exclaiming that the songs brought an outpouring of public praise for
making a major impact on the San Francisco community. The president of the California
Music Merchant’s Association, George A. Miller, sent a letter to Barret stating that all music
stores should push the record to honor Barrett for creating such a hit and being an involved
member of the publishing community. 78 Murray was forwarded a copy of this letter as well.
The band added these songs to their repertoire and played them at least once in the fall of
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1960. The song inspired a new civic pride that resonated not only with the people, but with
the music industry as well.
The GGPCB kept the ideals of the FMP alive throughout the century. The continued to
program music that supported a strong civic identity, including music of underserved
peoples, in an attempt to enfold them into the expanding definition of the American
constituency. They accomplished this by continuing to use the music gifted to them by the
FMP but also by seeking out new works and uplifting new voices in the community morally
and spiritually.
Conclusion
The postwar era led to a massive shift from music being played to audiences with the
intent of influencing their tastes, to audiences becoming the driving force behind musical
programming. This stemmed from the growth of the American middle class and their new
middlebrow culture that leaned heavily on music that represented their aspirations and
cultural values. It displayed a new musical aesthetic that expressed the middlebrow
yearning for perceived social status of the highbrow. The FMP had also left a major mark on
American audiences as evidenced by the outpouring of support for the music of local
composers and the embrace of music with civic themes. The newfound sense of identity
that was expanded to include more women and people was also reflected in the musical
choices of the middlebrow audience. Other professionals in the music industry capitalized
on these now solidified values as well. The GGPCB’s repertoire reinforces their middlebrow
roots and the effects that the changing culture had upon San Francisco’s musical landscape.
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This period of stability, however, would be short lived. The election of John F. Kennedy in
1960 would mark the beginning of a new era of progressivism and political upheaval that
would sweep the nation and San Francisco would become the epicenter.
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Chapter Four: San Francisco Counterculture 1961-1975
The 1960s and 70s was the greatest societal transformation since the Great Depression.
Beginning with the election of John Fitzgerald Kennedy, the nation was set on a renewed
path of progressivism for women, people of color, and the arts. This was propelled by a
massive generation of coming of age at this time known as the “Baby Boomers,” having
been born in the postwar boom of the late 1940s and 1950s. Once again, San Francisco
would become a major force for the promotion of these ideals. The San Francisco Tape
Music Center was founded in 1962 and became a major center for musical innovation and
home for composers like Terry Riley, who would write In C during his tenure, and Steve
Reich, who was studying at the nearby Mills College in Oakland. 79 San Francisco had
become the forefront of cutting edge for music and technology, but the city’s greatest
musical impact would be felt in the world of popular music. The music scene that San
Francisco became best known for during this time would be the local bands fueled by
idealism and psychedelic drugs. Their popularity would be boosted by a growing
counterculture movement that would make its home in San Francisco. These changing
times affected the City’s institutions including the Golden Gate Park Concert Band. There
were now two San Francisco audiences for the band to play for: the established
middlebrow, working class and the radical and youthful counterculture, both occupying the
same space. This chapter seeks to identify the musical interests and influences of San
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Francisco’s counterculture movement, see how it influenced musical institutions and the
world around them, and detail the violence that occurred when these divergent ideologies
came in conflict with one another.
Following up on Middlebrow Culture Twenty-Five Years Later
When the Wilson Quarterly included Russel Lynes’s “Highbrow, Lowbrow, Middlebrow”
in their inaugural volume in 1976, the publishers intended to make it relevant to a modern
audience. To do so, they included a response from the author himself, and Lynes penned “A
1976 Commentary” looking back on how his criticism and his infamous chart had held up
twenty-five years later. He remarked on the growth of television and the various fads that
had come and gone stating that everything had moved down a tier (things that were once
highbrow were now upper-middlebrow), save for the lowbrow.80 His most important
assessment, however, pertained to how the tiers interacted, and a new group of people
who made themselves enemies of the highbrows:
[The Highbrow] did not want to put a crimp in anything that supported the avant
garde, though they persisted in passionate disputes about the problems of mass
culture vs. high culture. Moreover, they now had to protect their flanks, not just
from the middlebrows, but from the activist young, the members of the dissident
counter-culture who thought that the highbrows were just as responsible for
America's sins as the bankers. Some adult highbrows tried to identify themselves
with the young radicals only to discover that they were not wanted and not
considered trustworthy. And, since everybody now had beards and refused to dress
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according to the old rules, how could a poor highbrow tell who were friends and
who were enemies, who was serious, who not? 81
A new countercultural movement had become the true anthesis to the
highbrow. This new group was comprised of younger Americans, who espoused
radical politics and aesthetics. Some of these artistic choices included a renaissance
of the, now passé Art Nouveau, recognized for its naturalistic and feminine
characteristics, and a psychedelic influence brought on by the massive amounts of
the drug LSD, or “acid”, being created and tested in the Bay Area reflected both
visually and sonically. 82 No longer was it just the middlebrow in their attempt to
climb the social ladder making themselves a perceived enemy of the highbrow; a
new group of young Americans making deliberate choices in direct opposition to the
gatekeeping efforts of the highbrow. “Hippies,” as they were dubbed by the San
Francisco Examiner, were a powerful and influential group able to cause ire to the
even most of the hardened highbrow.83
The following year, Thomas Cripps, a professor of history at Morgan State
University, would make his own response to Lynes. He makes it very clear that his
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writing is a response to the original article, and not to Lynes’s update. This was yet
another serious response to a satirical writing decades after its publication. On the
middlebrow he said their tastes may change, but their appreciation never evolves. 84
They are forever stuck beneath the highbrow due to their stagnant intellectual
nature. However, it does suggest that the middlebrow may be more accepting of the
counterculture because they are more susceptible to change. They could even
become the counterculture themselves should the movement be strong enough.
Hippie Culture and Popular Music
With the rise of this counterculture came the rise of Hippie Culture. It was a
blending of international peoples that inevitably led to a blending of culture and
music. San Francisco was the natural fit for this movement. As a port city, it had
always been a hub for international travelers, like during the world fairs, so the city
had always been accustomed to a blending of cultures. In the city, hippies gathered
in the Haight-Ashbury neighborhood near Golden Gate Park, known as the Haight.
This became the home of the burgeoning community with their own markets,
medical centers, and social norms brought on by this collectivist mindset. Hippies
also had their own newspapers in the form of the San Francisco Oracle and the
Berkeley Barb. Journalist Michael Fallon, who coined the term “hippie,” described
the group as the “fringe of the bohemian fringe,” consisting of all professions and
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nationalities who shared everything from illegal substances to lasagna, and that
their presence brought great cultural value to the neighborhood. 85 These values
were pervasive through the community and this compassion for others would lead
to their propensity to fight for civil rights and other progressive ideas that were
sewn into the city’s history.
One of the people to make his way to the city was author Ken Kesey. After
returning to the Bay Area from the Los Angeles area, Kesey began holding events he
called “Acid Tests.” These were public concerts with free attendance, which meant
massive crowds, featuring local bands and spectacular light shows where the entire
audience would be given the hallucinogenic substance and participate in a massive,
joint psychedelic journey. 86 These events emphasized shared experience through
simultaneous drug use, yet another example of the community’s collectivist values
that guided them. Not only could they share physically, but they could share
spiritually and emotionally as a great blending of peoples and cultures in the most
positive way.
One of the most popular and influential musical artists to rise out of the hippie
movement was The Grateful Dead. This varied group of musicians came from all
walks of life to form a band. They made their debut as the Grateful Dead, (after
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finding out the name Warlocks had already been taken) at the first public Acid Test
in December of 1965 and were so successful they found a patron in psychedelic
chemist and sound engineer Augustus Owsley Stanley III who bought them a house
in the Haight.87 The psychedelic drug, which did play a part in their in their music
before, was now an integral part of the band’s identity coming both from within
their own creative process, as well as being what made them financially solvent.
They were now associated with a major symbol of the counterculture movement
and became one in their own right. They made music based on the drugs that their
audiences consumed and were able to connect with them. It was a spiritual and
musical connection. The relationship they fostered would serve them well and make
them an important fixture in the Hippie community.
The city’s “ballroom” or dancehall scene offered numerous venues in the city for
bands to play. These were concert venues where people could gather and enjoy
music and dancing like they would anywhere outdoors, including the use of illicit
substances. These venues also reflected the ideals of the community. In August
1965, Marty Balin would open The Matrix on Fillmore street as a venue for his band,
Jefferson Airplane, in a place of their own creation. Balin wanted the space to reflect
the band’s values by including local artwork and providing infrastructure for
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recording.88 The music of the band already reflected their audience as bled of folk
and rock mixed influenced by the music of sitarist Ravi Shankar, and now their venue
did too.89 This meant that one of the most popular bands of the era had permanent
home in the city supported directly by their fans.
Another important ballroom was The Red Dog Saloon run by the highly
influential promoter called The Family Dog. This vintage-styled bar was the home of
The Charlatans who played folk music to the incredibly stoned audience members.90
These dancehalls were not only places for musicians to perform, but the spaces
themselves were sensory experiences meant to enhance the psychedelic drugs that
audiences consumed. Audience members often enjoyed ornate light shows
spontaneously created in time with the music that induced awe and wonder. 91 It
was a complete experience for all of the senses meant for the community to share in
together.
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The GGPCB’s Choices in Repertoire in the Face of a Changing World
During this era when San Francisco seemed to rapidly evolve and embrace
Hippie Culture, the GGPCB seemingly did not. While places like the San Francisco
Tape Music Center promoted cutting-edge techniques, the data shows that the band
stuck to the well-worn classics they had been playing since the end of WWII. As seen
earlier, they were now being treated like an important civic institution that garnered
the attention of various prominent composers, musicians, and government support.
It is also worth noting that Ralph Murray would remain director of the band until his
death in 1973, and his programming was consistent during his tenure relying heavily
on light romantic-era composers and popular American composers just as his
predecessors did. 92 According to the archive, Broadway composer Richard Rodgers
was played more than any other composer with a medley from the musical Flower
Drum Song being one of the most often played works (Table 13 & Table 14).
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Table 13. Most Played Composers 1961-1971
Composer Name
Richard Rodgers
Johann Strauss
Victor Herbert
Sigmund Romberg
Franz Von Suppe
Irving Berlin
Leroy Anderson
Cole Porter
Giuseppe Verdi
Émile Waldteufel
David Bennett
Robert Hawkins
Rudolf Friml
Frederick Loewe
Meredith Wilson
Jerome Kern

Times Played
101
84
61
59
48
47
46
38
37
37
35
32
31
29
28
28
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Table 14. Most Played Works 1961-1975
Name of Piece
Carnival of Melody
Selection from Flower Drum Song
Born Free
Selection from The Sound of Music
Highlights from Show Boat
American Seamen Overture
Highlights from West Side Story
Overture to The Beautiful Galatea
Colorama
Highlights from The Music Man
Highlights from My Fair Lady
Highlights from The Unsinkable Molly Brown
Blue Tango
Selection from Oliver
Light Cavalry Overture
Highlights from Kiss Me Kate
This is My Country
Fest Overture
Show Tunes of George Gershwin

Times Played
21
19
19
18
17
16
16
15
15
14
14
14
14
13
13
13
13
13
13

Rodgers was an incredibly popular composer with many popular musicals to
draw from, and Flower Drum Song held a particular significance to the GGPCB as it is
set in San Francisco’s Chinatown. Murray was programming popular works with
relevant civic themes just as he had in decades prior, but composers such as Johann
Strauss Jr., Victor Herbert, and Sigmund Romberg were still among the most played
composers (table 13). After Murray’s death, Robert Hansen would take up the baton
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until the turn of the twenty-first century and would keep his programming along the
same lines.
Of the band’s most played works one stands out compared to the others: John
Barry’s Born Free. Best known for writing the musical theme for the James Bond
movies, Born Free was the theme for the movie of the same name. 93 This song was
played around twenty times in the fifteen-year span between 1960 and 1975, a
quarter of which were at the request of audience members (table 14). Born Free
exhibited the middlebrow tastes just as the popular music of years prior did.
Middlebrow concepts defined earlier by scholars John Howland and Kier Keightly are
also present in this song, which is generally diatonic, features the “locked-hand”
piano style, and lyrics with vaguely aspirational tone, such as “Born Free, as free as
the wind blows, as free as the grass grows, born free to follow your heart.” 94 This
song only continued the trend of the popluxe style and did not advance any new
concepts, but continued to rely on well-established tropes and forms that had
proven incredibly popular in the past. It was musical conservatism among the
homeland of the musically popular and progressive.

Jon Burlingame, “Barry, John [Prendergast, John Barry],” Grove Music Online,
www.oxfordmusiconline.com.
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The distinction between the usual middlebrow audience and the new
countercultural one can be seen more clearly in the other requests made of the
GGPCB. One of the most requested works is a medley from Meredith Wilson’s 1960
musical The Unsinkable Molly Brown (table 15).
Table 15. Most Requested Works 1961-1975
Name of Piece
Highlights "West Side Story"
Morning, Noon and Night in Vienna
Highlights from The Unsinkable Molly Brown
Selection from The Student Prince
Highlights from Carnival
Highlights from Kiss Me Kate
Vienna Beauties Waltz
Overture to The Barber of Seville
Selection from Oliver
Selection from The Sound of Music
Selections "South Pacific"
A Melodic Caravan
Sunset Strip Polka
Light Cavalry Overture
Show Tunes of Jerome Kern
Excerpts from Aïda
Selection from H.M.S Pinafore
Sections from Hair
Highlights from The Music Man
Highlights from Gigi
Selection from Flower Drum Song
Highlights from Show Boat
Around the World in 80 Days
Born Free
Blue Tango
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Times Requested
9
8
7
7
7
7
7
6
6
6
6
6
6
6
6
6
5
5
5
5
5
5
5
5
5

Wilson was a rather strong figure in middlebrow music having already written
the incredibly popular 1957 musical The Music Man and was a resident of San
Francisco for some time as concert director for KFRC, a local radio station, and a
musical director for NBC, San Francisco. 95 There was clearly a part of the audience
holding on to the middlebrow music and the tradition of playing the music of
prominent composers who made their way to San Francisco. It is also an example of
extremely popular middlebrow music being played by the band. This was the “old”
San Francisco audience and was the old middlebrow culture. The GGPCB was not
making a statement, but their audience clearly was.
One of the other most requested works was a medley from the musical Hair. This
“tribal rock” musical was the first of its combining the style of modern rock music,
especially that of Jefferson Airplane, along with counterculture themes like
acceptance, represented by onstage nudity, and opposition to the Vietnam war.96
This was a musical for the counterculture generation. It was meant to be a true
reflection of their music and values. 97 This selection by the GGPCB is proof that they
had some awareness of the divide in San Francisco’s two cultures. More than half of
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this medley’s plays were by request, meaning that the younger countercultural
audience had some awareness of the band as well if they could get their own music
played by this old, civic institution. These two audiences were the new demographic
and San Francisco, and they were moving closer together in both cultural impact and
proximity.
The Human Be-In, January 1967
The tone for the cultural dichotomy in San Francisco for the year 1967 would be set
during the weekend of January 14 and 15. On Saturday January 14, an event was held in
Golden Gate Park known as the “Human Be-In.” This massive “gathering of tribes,” as the
event was publicly marketed, featured the readings of countercultural poets like Allen
Ginsberg, and performances by local bands like the Grateful Dead and Jefferson Airplane. 98
To the hippie community it was advertised in niche papers like Berkley Barb as a “gathering”
with the names of poets and musicians who would be present as well as “you & me” making
it feel inclusive for their readers.99 The magazine also mentioned classical concerts
happening in the East Bay at the same time, but did not mention the GGPCB playing the
next day in the same park. The gathering promoted ideas of community and peace set to
the homegrown sounds of San Francisco. This event was attended by hundreds of hippies
attempting to engage with their community through sharing musical tastes. But it was not
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meant to be another concert in the park; it was meant to establish communal values for the
upcoming year. According to accounts of attendees it was quite successful in its mission. A
man named Cal Steimetz attended the event with his pregnant wife and wrote about his
experience in the Berkely Barb. He recalled the event as taking part in the “age of miracles”
and was gifted with ribbons and drugs, while being left with feelings of optimism and joy.100
This was an average person writing a glowing endorsement of the event and the movement
as a whole. This was how the Hippies chose to congregate and shows how effective their
movement was at drawing in new people. This event would pave the way for the “Summer
of Love” soon to follow.
The following day, Sunday January 15th, the GGPCB played their usual Sunday concert
without any regard to what had happened the day before. This concert was no different
than their average concert. The Concert began with Edward Elgar’s Pomp and Circumstance
and was followed excerpts from the popular opera La bohème and the musical Kiss Me,
Kate, a medley of tunes by Peter De Rose, Carl Michael Ziehrer’s Vienna Beauties, and wellknown vocal solos sung by Paul Walti (figure 9).
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Figure 9. Concert program from January 15, 1967. Reprinted with permission from the SFPL.

96

Not only was no recent written music performed, but the most recent composition on
their concert was “You’ll Never Walk Alone” from Rodgers and Hammerstein’s 1945 musical
Carousel. There was nothing remarkable about the music being played a mere twenty-four
hours after the important contemporary cultural event that occurred only a few hundred
yards away. This was the same kind of music that the band had been performing since the
start of the century: light and romanticized music that was easily accessible to a workingclass audience. The GGPCB had, quite possibly unintentionally, made a statement about the
nature of their ensemble in their programming. For them, things were not changing and
there was no need for the music to reflect anything other than the status quo. They
represented tradition and institution as they had done for many years and continued to
project that image despite the world changing around them.
For the Golden Gate Park Concert Band this concert could have been a major change
with their audience seeming shifting from their longstanding middlebrow audience to a
counterculture youths. the band, however, would make it clear which audience they were
performing for: the established middlebrow culture and that was not going to change.
Violence Between Hippies and the Establishment
When the hippies and the middlebrow establishment met, it was often a clash of culture
and ideals that sometimes resulted in physical violence and even death. Events like the Riot
at the 1968 Democratic Convention in Chicago and the Kent State Shootings in 1970 both
involved police and military actions against hippie protesters that resulted in multiple
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injuries and deaths among the protesters. This was a common occurrence across the
country, and San Francisco was no exception. Many drug busts and raids were conducted in
the Haight by the San Francisco Police department resulting in both violence against the
police and the hippies living there under order of the establishment. This would extend to
anyplace in the city that hippies existed, including Golden Gate Park.
One of the most interesting items found in the Band’s archive is a photo depicting a
concert goer attempting to accost band director Ralph Murray sometime in the late sixties
or early seventies (figure 10).
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Figure 10. A man assaulting band Director Ralph Murry at a concert on an unknown date
presumed to be in the late 1960’s or early 1970’s at the Spreckels Temple of Music.
Pictured: Band Director Ralph Murray (far left, in white coat), Peter Hansen, son of Robert
Hansen (background), Robert Hansen, future band director (far right), Earl Murray, son of
Ralph Murray (foreground). All others are unknown. Reprinted with permission from the
SFPL.
The bandmembers themselves apprehended the assailant, including Murray’s son and
the son of future director Robert Hansen. Many of the bandmembers were former military
members (likely having served in WWII or during Korean war), and this was a unique
moment when their military training came in handy during a performance. Former GGPCB
director Bob Calonico said in a private correspondence that this was likely a result of the
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band playing something with patriotic sentiment and was a rather common occurrence
during the years of the Vietnam War.101
The San Francisco Police Department was also asked to help provide details of this event
in the form of any incident reports from the time for the purposes of this research.
Unfortunately, they were unable to do so due to the lack of information provided, or due to
the records being purged. 102
It is not known exactly when this happened but based on the assailant’s appearance of
long hair and wool coat, the man being restrained was likely a hippie and an anti-war
advocate. The band made a very good outlet for the hippie to rebel against. Its former
military members performing patriotic repertoire in militaristic uniforms could project no
image other than one of pro-military, and therefore pro-war sentiment. Whether or not it
was the band’s intention to project a pro war-stance, they did, and it was noticed by those
who opposed. Between their longstanding existence and choice of established repertoire,
the band became yet another institution for the counterculture to rebel against. This photo
makes a good summation of the time period: a fight between a hippie and ex-military
officers in front of a statue of Beethoven over the Vietnam War. The two sides fought
ideologically and physically.
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Conclusion
The GGPCB, the peak of the middlebrow music movement in San Francisco, was not the
ensemble for the city’s new countercultural movement. They represented an older
generation of people more concerned with elevating their own social status rather than the
revolutionary attitude of the youths who made a home in the Haight. Their concerts at this
time tell a story of indifference to change times and rather than as a direct response to new
consumers of art and culture. That had spent nearly a century cultivating an identity that
would appeal to their working-class audience that they were founded to serve. They made
their choice of which San Francisco Audience they should serve and dealt with the
consequences in terms of popularity and even sometimes physically. It was a tale of two
cities in the same place: one reflected by the Golden Gate Park Concert Band, and the other
reflected by Jerry Garcia and The Grateful Dead.
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Conclusion
The GGPCB’s collection displays the ways in which the citizens of San Francisco changed
across the twentieth century and how the Band’s repertoire changed alongside them. From
the beginning, the band was meant to be a reflection of the people and their interests.
Despite disparaging remarks from vocal critics, the band continued to play music for the
good of the people and went out of their way to include the music of composers who had a
relationship with the San Francisco and its people. During the Depression and World War II
the band became a source of hope and inspiration for the people and promoted the ideals
of social music and the cultural ideals of what defined Americanness that FMP espoused to
a greet effect on the people.
After the War, these Ideas took root and the band continued to build on them by
programming the music of more composers of color and female composers. The band also
catered to a growing middlebrow audience by playing feel-good compositions with class
aspirational-aesthetics. In the 60s and 70s the band continued to be a fixture of the civic
establishment but was now often at odds musically and physically with San Francisco’s
growing counterculture movement. All this storied history can be described from the
documents found in the Spreckels Temple of Music collection.
Shortly after 1975 the band fell on severe financial hardship, and the financial recessions
of the late seventies and early eighties combined with a dwindling audience lead the GGPCB
to find themselves on the verge of bankruptcy. With fundraising efforts of mayor Art Agnos,
as well as a personal gift of $1000 from former Mayor Diane Feinstein, the band was able to
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stay afloat and to continue performing on Sundays with its season shortened to the spring
and summer.103 This remained the schedule with a brief hiatus during the COVID-19
pandemic beginning in 2019.
The collection was moved out of the bandshell in late 2021 and was taken to ACT Art
Conservation where it was stored with the intent of being properly treated for damage and
restored to a playable state. The future of the collection is in the hands of the San Francisco
Parks Department. Most of the concert programs, photos, and letters will probably be
placed in the San Francisco Public Library, as they are historical documents that chronicle
important events in the city’s history. The GGPCB will likely keep some of the scores to be
played at future concerts, while others may end up in the hands of local schools and other
ensembles. Other items may end up in the hands of other institutions that will preserve and
curate them for public audiences. These are important historical documents and now they
will receive the dignity they deserve.
This case study provides a look at how the musical repertoire and an ensemble
illuminate aspects of a city’s cultural history. The band’s choices are documented through
sources like concert programs, photographs, and their physical collections of music. No
matter the format, these records exist and are waiting to be organized and analyzed by
historians. Studying the influences and effects of such an ensemble through the lens of
performance programming can bring a new light to trends since forgotten and put events
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into a new context that may differ from widely acceptive narratives. Musical ensembles
have their own identities and their own agendas that are represented in their musical
choices. The Golden Gate Park Concert Band spent over a century developing its identity of
a civic establishment that existed to serve their community’s needs and to play music that
uplifted their audience’s spirits. Civic musical institutions hold important records that detail
their history in a personal way, and these untapped sources will undoubtedly share records
that will give a new life to history.
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